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PREFACE. • 



Dr. Blair^s Lectures or Rhetoric and Belles Lettres are 
in tHe hands of every one pretending to taste and polite learn- 
ing-; and to argue in fevor of their merits, would be like 
attempting to persuade the lovers of poetry, that they ought 
to admire the Deserted Village of Goldsmith, or the Plea- 
sures of Hope of Campbell. 

The author of the present volume has, therefore, adheied 
to the original text as closely as possible; and in every 
case, where the design of the work rendered it necessary 
to deviate from it, he has uniformly endeavored to identify 
the alterations and additions with Dr. Blair's own fl^e and 
manner of writing, that no discrepancy might be perceived. 
It was not the author's ambition to attempt anything original; 
but to ofier to Professors and Teachers of this delightful 
science, a text book, which, from its convenience and appro- 
priateness, might meet their approbation. 

Though the practice of using questions in books of in- 
struction, is still objected to by some weU informed persons 
connected with the business of education, yet it is appre- 
hended' that this objection rests rather on the very defective 
manner in which questions are generally prepared, than on 
the questions themselves : for, surely, as the object of com- 
mitting the text without them, is, that the whole body of the 
work may be learned, so, if t^e questions be properly con- 
structed, they must necessarily include the literal whole of 
the author. That the student, therefore, may enjoy every 
possible facility while studying this work, the author has 
endeavored to draw his questions from the work itself; 
involving in them, and the answers which they require, all 

that the text contains* Some, however, may still object to 

1* 



Ti ^ PREFAOC:. 

questfoiM, however carefully they may be formed. To such. ■ 
the auihqf would only observe, that as these are appended 
to ttfejm>rk, and ju)t incorporated in it, they may, without 
any inconvenienee to the teacher, be omitted altogether. 

With regard to the analyses affixed to the lectures, itmiist 
1J^ remembered that they are intended to be used in the foria 
-of review — that afler the student shall have learned the text 
pf a lecture thoroughly, he should then be direy:ted to commit 
the analysis perfectly to memory, and, by it, recapitulate the 
subject 88 one whole. 

It was remarked to the author, when he commenced this 
work, that a different arrangement of the lectures would \^ 
a judicious improvement. But, upon reflection, he thought 
it most advisable to follow the order of the original. Shoulil 
others, however, think differently, they may pursue the 
course that first suggested itself — to commence the work 
with^i^lecture on the Rise and Progress of Language, and 
introMI^ the II., III., IV., and Y. lectures immediately 
after the Criticisms on Mr. Addison's Style, in the Spectator* 

New Yorkf Novemhtu 183^ 






LECt¥R 

INTRODUCTION, / 

V One of the most distinguished privileges that Providence 
has conferred upon mankind, is^he power of communicating 
their thoughts to one angther/y^Without this power, reason 
would be a sojitary, and« in some jneasure, an unavailable 
principle/( Speech is the ^reat instrument by which man 
becomes beneficial to ma|K; and it is to the intercourse and 
transmission of thbught, by means of speech, that yfe are 
chiefly indebted for the improvement of thought itself, /small 
are the advances which a single unassisted individual can 
make towards perfecting any of his powers. (What we call 
human reason, is not the effort or ability of one, so much 
as it is the result of the reason of manj^Krising from lights 
mutuaUy conmiunicated, in consequence of discourse and 
writing^) 

It is obvious then, that writinff and discourse are objects 
entitled to the highest attention, j Whether the influence of 
the speaker, or the entertainmemof the hearer, be consulted 
— ^wnether utility or pleasure be the principal aim in view ; 
we are prompted by the strongest motives, to study how^'^re 
may communicate our thoughts to the best advantage*]!^In 
the language, even of the rudest and most uncultivated tribes 
of men, we can trace some attention to the grace and force of 
those expressions wl^ch they used, when they sought to 
persuade or to eflect j ,and among* nations in a civilized state, 
no art has been cultivated with mpre cal^ than that of lan- 
guage, style, and composition.y ^he attention paid to it, 
may, indeed, be assumed as one mark of t^e progress 
of society towards its most improved period ?» for, accord- 
ing as society improves and flourishes, meUf-^y means of 
reasoning and discourse, acquire more influence over one 

another. \ 

^ 

What is one of the most distinguished privileges that Providence hai 
iferred upon mankind ? Without this power, what would reason be 1 
speech, what is remarked ; and what follows 1 WhM is what we call 
m reason ; and firom what does it arise 1 Of writing and discourse 
, n^hat' id obvious ; and why 1 In the language of the rudest and 
; uncultivated tribel of men, what can we trace ; and of nations in a 
t8od i^te, what is obberved 1 As what« may the attention pakl to it^ ke 
•«*«l i aiid why 1 
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(3*he study of fetetoric and Belles Ijettres, not only sup- 
poses, but r«:]^uires a proper acquaintance with the rest of the 
UberaP arts J ^s* it ^braces them all within its circle, and 
recoiAniends them to the highest regard, the first care of such 
as wish, either to write with reputation, or to speak in public, 
so as to command attention, must be to extend their know- 
ledge-tto lay in a rich store of ideas relating to those subjects, 
on which the occasions of life may call them to discourse or 
to write.) Hence, among the ancients, it was a fiindainental 
principle, and frequently inculcated, fiiat the t)rator ought ta 
be an accomplished scholar, and conversEwit in every part of 
learning. It is, indeed, impossible to contrive an art, and 
very pernteious it were, if it could be contrived/wEich should 
give the stamp of merit to any composition, rich or ^lendid 
in expression, but barren or erroneous in thought.! y^hey 
are the wretched attempts towards an art of this kind, which 
have so often disgraced oratory, and debased it below its true 
value. V The graces of composition haye been employed ta 
disguise or to supply the want of matter )f and the temporary 
applause of the ignorant has been coij^rted, instead of the 
lasting approbation of the discerning. » But such imposture 
can never maintain its ground long \ ktowledge and science 
must furnish the materials that form' the body and substance 
of any valuable compositiofiX Rhetoric servesL_to add the 
polish ; and we know that n\)ne but firm and solid bodies 
can be polished well. 

vTo speak or to write with perspicuity and purity^with 
grace and strength^ are attainments of the utmost consequence 
to all who purpose, either by speech or writing, to address 
the public ; for, without being master of these attainments, 
no man^^can do justice to his own conceptions.^ Ai^d so fer 
are they from being of that kind, for whidh we tire indebted- 
to nature alone, that among the learned, it has long been a 
contested, and, indeed, still remains an undecided question, 

^Wlth iwhat does the study of Rhetoric and Belles Lettres require a 
proper acqpiaintance 'I As it emhraces them all Tnthin its circle, and re- 
f commends them to the highest regard, what should be the first care of 
such ajs wish, either to write with reputation, or to speak in public, so as 
to command attention "? Hence, what was, among the ancients, a funda- 
mental principle, and frequently inculcated 1 An art of what sort, jf- it 
were possible to contrive such an one, would be very pernicious 1 Of the 
wretcned attempts towards an art of this kind,^ what is observed ; for what 
have the graces of composition been employed ; and what fbllows 1 But 
why cannot such imposture maintsdn its ground long 1 What are attain- 
ments .of the utmost consequence ; to whom, and why 1 What, among the 
Ukm^, hiaJi long b^h a contest^, and still remains ah undebided HwiAKia 1 
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twhether nature or art contributes most towards excellence 
in thfion.^ 

'Wiih respect to the manner in whicli art can most efiec- 
tually furnish assistance for such a purpose, there may be 
diyersity of opinions J and it would be presumption to say, 
/that mere rhetorica} rules, how just soever, are sufficient to 
MDrm an oratori) ^ivate cqpplication and studyj supposing 
natural geniijf' to be favorable, are certainly 'superior to 
any system of public instruction. CjBut thoufi^h rules and in? 
structions cannot comprehend every thing which is requisiteJ 
^they may afford considerable advantag^ ^hey cannot, it is 
true» inspire genius ; but they can dii^ and assist it. They 
cannot render barrenness • fruitful fout they may correct 
redundancy. They point out the proper models for imka- 
tioiv ; they bring into view the chief beauties that ought to 
be studied, and the principal &ults that ought to be avoided ; 
and thereby tend to enlighten taste, and to lead genius from 
unnatural deviations into its proper channel. Though they 
are incapable, perhaps, of producing great excellencies, they 
may, at least, be subservient V|o prevent the commission of 
.considerable mistakelr. 

All that regards the study of eloquence and composition, 
anerits the higher attention, upon this account, that/it is inti* 
-matelf connected with the improvement of our intellectual 
jpawfiEs.^ For it must be allowed, that when we are employ- 
•ed, aJE^r a proper manner, in the study of composition, we 
.arejcultivating reason itself. (.True rhetoric, and sound logic^ 
^aze yery neam allied. The study of arranging and express- 
ing our thoughts with propriety, tenses us to think as well 
as to speak accurately ; ^r by puk^g our sentiments into 
words, we always conceive them ri^e distinctly•^ vEvery 
«iiewho has the slightest acquaintdlice with composition, 
knows that the defects of his.jstyle,!can almost always be 
traced back to an indistinct conception of his subject. \ ^ - 

As rhetoric has been sometimes thought to signify ix6thing 

About what, maythere be diTeraty of opinions ; and to say what, would 

be pBBiimption 1 What are superior to any system of pnbUc instruction 1 

What cannot rules and instructionB effect; yet wbat can they do? 

Thon^ they ate incapable of producing great excellencies, yet what may 

thAv prevent ? Why does aJl that regard the study of eloquence and com- 

lon, merit atlentionl What must be allowea to be its effect 1 What are 

nearly allied % What effect does thcgSbudy of arranging and express- 

our thoughts properly produce ; and why 1 What does every one, who 

the slightest acquaintance with compotition, know 1^ What has rhetoric, 

etimes, been thought to signify ; ana how has crituusm been considered 1 
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more than the scholastic study of words, and phrases, and 
tropes ; so criticism has been considered as merely the art 
of finding fetults — as the frigid application of certain technical 
terms, by means of which, persons are taught to cavil and 
eensure in a learned manner. But this is the criticism of 
pedants only. QTrue criticism is a liberal and hupiane art. 
It is the offspring of good sense and refined taste. /It aims 

r at acquiring a just discernment of the real merits of authors. 

k^t promotes a lively relish of their beautiesi while it preserves 
us from that blind and implicit veneration which would con- 
found their beauties and faults in our esteem^ 

In an age -when works of genius are so frequently the 
subjects of discourse, when every one erects himself into a 
judge, and when we can hardly mingle in polite society 
without bearing some share in such discussions ; studies of 
this kind, it is not to be doubted, will appear to derive part of 
their importance from the use to which they may be applied 
in furnishing materials for those fashionable topics of dis- 
course, and thereby enabling us to support a proper rank in 
social life. But it would be much to be regretted, if we could 
not relst the merit of such studies on somewhat of solid and 
intrinsical use, independent of appearance and show. The 
exercise of taste and of sound criticism is, in truth, one of the 
most improving^ employments of the understanding. To ap- 
ply the principles of good sense to composition and discourse ; 
to examine what is beautifiil, and why it i^ so ; to employ 
ourselves in distinguishing accurately oetween the specious 
and the solid, between afifected and natural ornament, must 
certainly improve us not a little in the most valuable part of 
all philosophy — ^the philosophy of human nature. For such 
disquisitions are very intimately connected with t|ie know- 
ledge of ourselves. They reasonably lead us to reflect mi 
the operations of the imagij^ion, and the movements of the ^ 
heart ; and increase our acquaintance with some of the most 
refined feelings which belong to our frame. 



Of whom is this the criticunn 1 What is true criticism ; and at what 
does it aim 1 What does it promote ; and from what preserve us 1 In an 
age like the present, from what will studies of this kmd apfpear to derive 
part of their importance; but what would be, at the saibe time, much to 
be regretted 1 Of the exercise of taste, and of sound criticism, what is 
observed ; and what must certainly improve us in the philosophy of himian 
nature 1 With what are such disquisitions very intimately connected : to 
reflect on what, do they necessarily lead us; and with what do thflj 
increase our acquaintance 1 
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To Belles Lettres belongs, also, all that relates to beau^, 
harmony, grandeur, and elegance ; all that can soothe the 
mind, gratify the &ncy^ or move ihe affections. They also 
exercise the n^^Did witnout fatiguing it ; leading to inquiries 
■^ute but not painful ; profound, but not dry nor abstruse* 
The pleasures of taste occupy a middle station between the 
pleasures of sense and those of pure intellect. To be entirely 
devoid of relish for eloquence, poetry, or any of the fine arts^ 
is justly considered an unpromising S3rmptom in youth ; and 
raises suspicions of their being prone to low gratifications, or 
destined to drudge in the more vulgar and illiberal pursuits 
of life. A cultivated taste increases sensibility to all the ten- 
der and humane passions, by giving them frequent exercise ; 
while it tends to weaken the more violent and fierce emotions. 

Theat polished arts have humanized mankind, 
Softened the rude, and calm'd the boist'rouB mind. 

The elevated sentiments and high examples which poetry, 
eloquence, and history, are oflen bringing under our view, 
naturally tend to nourish, in our min(&, public spirit, the 
love of glory, contempt of external fortune, and the admira- 
tion of what is truly illustrious and great. From reading 
the most admired productions of genius, whether in poetry 
or prose, almost every one rises with some good impressions 
leh upon his mind ; and though these may not always be 
durable, they are, at least, to be ranked among the means of 
disposing the heart to virtue. . One thing is certain, that 
wimout possessing the virtuous affections in a strong degree, 
no man can attain to eminence in the sublime parts of 
eloquence. He must feel what a good man feels, if he 
expects greatly to move, or to interest mankind. The ardent 
sentiments of honor, virtue, magnanimity, and public spirit 
only, can kindle that fire of genius, and call up into the 
mind those high ideas, which attract the admiration of ages ; 
and if this spirit be necessary to produce the most dis- 
tinguished efiorts of eloquence, it must be necessary also to 

the relishing' of them with proper taste and feeling. 

■- * ■ I ^ — ' 

To Belles Lettres, also/ belongs what 1 They also exercise the mind witli- 
out what ; and lead to inquiries of what^ind 1 What station do the pleasures 
of taste occupy 1 What is justly considered an unpromising symptom in 
youth ; and of what does it raise suspicions 1 What is the effect of a cul- 
tivated taste 1 Repeat the poetic illustration. What do the elevated senti- 
ments and High examples which poetry, eloquence, and history, are often 
bringing under our view, naturally tend to nourish in oar minds 1 How is this 
lemark illustrated 1 What is certain ; and why 1 Whkt, only, can kindle diat 
Are of genius, which attracts the admiration of ages j and what remark follows 1/ 



LECTURE II. 

TASTE. 

CThbbe are few subjects on which men talk more looselv 
and indistinctly than on taste ; few which it is more difficult 
to explain with precision ; and none which in these lectures 
will appear more dry and abstract^ (^ In our remarks on the 
subject* we shall pursue the following order : — First, explain 
the nature of taste as a power or faculty of the human mind : 
next, consider how £aj it is an improvable feculty : then 
show the sources of its improvement, and its^ characters in 
its most perfect state: and in the last place, examine the 
various fluctuations to which it is liable, and inquire whether 
there be any standard to which the different tastes of men 
can be brought, in order to distinguish the &lse from the true/ 
\^ Taste may be defined, " The power pf receiving pleasuris 
frbm the beauties of nature and of art/^C The first question 
that occurs concerning it is, whether it is an internal sense,^ 
or an exertion of reason? Reason is a very general term U 

^ but if we understand by it that power of the mind which in 
speculative matters discovers truth, and in practical matters 
judges of the fitness of means to an end, it is evident that 
taste cannot be resolved into any such operation^ (^ It is not 
merely through a discovery of the understanding or a deduc- 
tion of argument, that the mind receives pleasure from a 
beautiful prospect or a fine -poexhJ Such objects often strike 
us intuitively, and make a strong impression, when we are 
imable to assign the reason of our being pleased. They 
sometimes strife, in the same manner, the philosopher and 
the peasant ; the boy and the man. . Hence the faculty by 
which we relish such beauties, seema niore nearly allied to a 
fcelinff of sense, than to a process of the understanding^ and, 
accordingly, from an external sense it has borrowed its name. 

' But, though taste be ultimately founded on a certain natural 

Of the subject of this lecture, what is observed 1 In our remarks upon 
it, what order shall we pursue 1 How may taste be defined ; and what is 
the first question that occurs concerning it f Of reason what is remarked 1 
How does it appear evident tbgLta4e cannot be resolved into apy operation 
of reason; and why ? Whatlarther illustration of this remark follows 1 
Hence, of the fiu;ulty bv which we relish such beauties, what b observed 1 
But, though taste be ultimately founded on a certain natunl instinctif* 
■enaibiUty to beauty, yet what Mows 1 
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instinctive sensibility to beantjC^ reason assists it in many 
of its operations, ana ^rres to enlarge its pow^r^ 
(Taste is a &culty common, in some degree, to all man- 
kin(L/Nothing that belongs to human nature is more general 
than tEe relish of beauty of one kind or other ; of what is orK 
/derly, proportioned, grand, harmonious, new, or sprightW 
Vjn cnildren, the rudiments of taste discover themselves very 
early, in a thousand instances ; in their fondness for regular 
bodies, their admiration of pictures and statues, and their 
strong attachment to whatever is new or marvellous. The 
most ignorant peasants are delighted with ballads and tales, 
and are struck with the beautiful appearance of nature in the 
earth and heavens. Even in the deserts of America, where 
human nature appears in its most uncultivated state, the 
savages have their ornaments of dress, their war and their 
death songs, their harangues and their orators. * The prin« 
ciples of taste must, therefore, be deeply founded in the 
human mindji f To have some discernment of beauty, is no 
less essential to man, than to possess the attributes of speech 
and reason^) 

f But although hone be wholly devoid of this faculty, yet 
(he degrees in which it is possessed, are^ widely different. 
In some men, only the feeble glimmerings of taste appear ; 
the beauties which they relish are of the coarsest kind ; and 
of these they have but a weak and confused impression : 
while in others, taste rises to an acute 4i8cernment, and a 
lively enjoyment of the most refined beautie^ (^ In general, 
it may be observed, that in the powers and pleasures of taste, 
there is a more remarkable inequality among men, than is 
usually found in point of common sense, reason, and judg- 
ment.^ ^his inequality is, doubtless, to be Hscribed, in part, 
to the dinerent frames of their natures ; to nicer organs, and 
finer internal powers, with which some are endowed beyond 
others : yet it is owing, stiU more, to culture and education. '' 
Taste is certainly one of the most improvable faculties 



f 



which adorns our nature. vOf the truth of this remark, we 



From what does it appear Ihat taste is a&enlty, common, in some deme, 
to all men ; and bow is this remaik fhlly illustrated 1 Of the principtes of 
taste, therefore, what is observed, and whyl Though none be entirely 
devoid of this &culty, yet from what does it aPP^<^ that the degrees in 
which it is possessed are widely difieTent 1 Wnat may, in general, be 
observed ; and to what is this inequality to be ascribed 1 How may we 
be convinced of the truth of the remarki that taste is one of our roost 
bB|]iovi,Ue ficultiesi 

9 
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may easily be convinced, by only reflecting on the immenfle 
superiority which education and improvement give to civi- 
lized above barbarous nations, in refinement of taste ; and on 
the superiority which they s^ive in the same nation to those 
who have studi^ the liberal arts, above the rude and un- 
taught vulgarJ^The difierence is so great, that there is, 
perhaps, no one particular in which these two classes of men 
are so fan removed from each other, as in respect of the 
powers and the pleasures of taste' Vand assuredly for this 
oifierence, no other general cause csft be assigned, but cul- 
ture and eductttioi^ Y 
(Exercise is th^chief source of improvemen|/[n all our 
faSnMss, either bodily or mental ; and even in our external 
senses, though t^ese are less the subject of cultivation than 
any of our other powers?) We see how acute the senses 
become in persons whose trade or profession leads to nice 
exertions of them.f Of this we have a clear proof in that 
part of taste, whicn is called an ear for music. Only the 
simplest and plainest compositions are relished at first ; prac- 
tice extends our pleasure ; teaches us to relish finer melody, 
and by degrees enables us to enter into the intricate and com- 
ipounaed pleasures of harmony!/ So an eye for the beauties 
of painting, is never at once 4toquired. It is gradually 
formed by being conversant .^aijaong pictures, and studying 
the works of the best master^/ In the same manner, with 
respect to the beauties of composition and discourse, atten- 
^tion to the most approved models, study of the best authors, 
comparisons of lower and higher degrees of. the same beau- 
ties, operate towards the refinement of tast^ At first, the 
sentiment is obscure and confused ; but, by experience, the 
taste, at length, becomes more enlightened and exact. We 
not only perceive the character of the whole, but the beauties 
and detects of each part ; and are able to describe the peculiar 
qualities which we praise or blame* 

But although taste be ultimately founded on sensibijiity, it 
must not be considered as instinctive sensibility alone. \ Rea- 

Of the greatness of the difference between these classes, what is oh-. 
served ; aiul for this diflleience, what cause, only, can be assigned 1 Of 
the effect of exercise, upon both our bodily and mental faculties, what is 
remarked ; ^ and even in our external senses also ? How is this remarit 
illustrated, in what is caHed an ear for music ; an eye for the beauties of 
painting; and, also, the beauties of composition and disoouTK 1 Though 
taste be ultimately founded on sensibility, yet why may it not be comideMd 
instinetiYe sensibility akuiel 
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son and good asnae have so extensive an influence on all the 
operations and decisions of taste, that a thoroughly good taste 
may well be considered as a power compounded of natural 
sensibility to beauty, and of unproved understanding \^ To 
be conviiM^ed of the truth of this position, we may ooserye, 
that the greater part of the productions of genius, are no 
other than the imitations of nature— representations of the 
characters, actions, and manners of mem /The pleasure 
which we receive from su^^h imitations, as representations, 
is founded on mere taste ^ but to judge whether they be 
properly executed, belongs to the under8t|ndinff, which 
compares the copy with the original^/ In reading, for 
instance, such a poem as the iEniad, a^eat part of our 
pleasure arises from the plan or story beinff well conducted, 
and all the parts being joined together with probability and 
due connection — ^from the characters being taken from nature, 
the sentiments being suited to the characters, and the style to 
the sentiments^ The pleasure which is derived from a poem 
so conducted,"is felt or enjoyed by taste as an internal sense ; 
but the discovery of this conduct in the poem is owing to 
reason ; and the more that reason enables us to discover such 
propriety in the conduct, the greater will be our pleasure. 

^rom these two sources then, first, the frequent exercise of 
taste, and next, the application of reason to the objects of taste, 
taste as a power of the mind receives its improvement. But 
we must not forget to add, that as a sound head, so likewise 
a go€>d heart is a very material requisite to just taste. )v.The 
moral beauties are not only themselves superior to all others, 
but they exert an influence, either more near or more remote, 
on a great variety of other objects of taste. \He who has no 
admiration of wnat is truly praiseworthy, nor the proper 
sympathetic sense of what is soft and tender, must have a 
very imperfect relish of the highest beauties of eloquence 
iana poetry.) 

*vTne characters of taste, when brought to its most improved 
state, are all reducible to two ; I>elicacy and Correctness. 

To be conTuioed of the truth of this proposition, what ma^ we observe 1 
On what is the pleasure which we receive firom such imitations founded ; 
hot how do we judge whether they be properly executed 1 How is this 
nniark iHnstratea, from the reading of such a poem as the ^niad 1 From 
what two sources, then, docs iaste receive its improvement 1 But what 
lemark must we not iorget to add ; and of moral beauties, what is ob- 
served 1 Who must have a veiy imperfect relish of the highest beauties of 
eloquence and poetry. What are the characters of tast^ when brought 

tolt• DMMt m a riBCt stale?" 
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\ Delicacy of taste respects, principaUy, fke |>exfection of 
tStrtiifttural sensibility on whicn taste is founded J Ut implies 
those finer organs or powers which enahU^/ to discover 
beauties that ue hid from the vulgar eye. j rit is judged of 
by the same marks, by which we judge of the delicacy of an 
external senseA' ^s the goodness of the palate is not tried by 
strong flavors,. vat by a mixture of ingredients, where, not- 
withstanding the confusion, we remain sensible of each ; in 
like manner, delicacy of internal sense appears, by a quick 
and lively sensibiUty to its finest, most compounded; or most 
latent objects.^ ) y^""^^ 

^Co rrectness of taste, respects chiefly, the improvement 
which that faculty receives through its connection with the 
understanding.! (A man of correct taste is one who is never 
imposed on ify counterfeit beauties ; who carries always in 
his mind that standard of good sense which he employs in 
judging of every thingj He estimates with propriety the 
comparative merit of t£e several beauties which he meets 
with in any work of genius ; refers them to their proper 
classes ; assigns the principles, as &r as they can be traced, 
whence their power of pleasing flows ; and is pleased himself 
precisely in that degree in which he ought to be pleased, and 
no more^/^ Delicacy and correctness of taste, it is true, 
mutually imply each other. (No taste can be exquisitely 
delicate without being corrept ;Sior can it be thoroughly cor- 
rect without being delicate : i^but still a predominancy of one 
or other quality in the mixture is often visible!; ^The power 
of delicacy is chiefly seen in discerning the tirue merit of a 
wotM^the power of correctness, in rejecting false pretensions 
to m^It. >^licacy leans more to feeling ; correctness more 
to reason and judgment: the former is more the ^ift of 
nature ; the latter, more the product of culture and art? 

The variations of taste have been so great and frequent, 
as to create a suspicion with some, (whether, in relation to it, 
there be any standard, by which a true taste may be dis- 
tinguished from one that is corrupt?; \ In architecture, in 

What does delicac^r of taste principally respect ; and what does k imply 1 
By what marks is it judged of; and how is this illustratedj^'^What does 
correctness of taste chiefly ret^iectl Of a man of correct taste, what is 
remarked 1 How does it appear that delicacy and correctness of taste 
mutually imj^ly each other \ bat still, what is often visible 1 In what is tlie 
power of dehcacy chiefly seen; and in what the power of correctness 1 
To what do they resjpectively lean ; and whence are they derived 1 Of 
what have the variations of taste created a suspicion 1 How is this illiift- 
.Intedi from architecture, poetry, and eloquence f 
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poetrvt and m eloquence, not only one nation, but also one 
age, has differ^ from anothef^f But let it be observed, that, 
if there be no such thing as SMrtandard of taste, all tastes 
are equally good ; the taste of a Hottentot or a Laplander, is 
SB d^cate and as correct, as that of a Longinus, or an Addi- 
iflon. 1 There must then be a good and a bad, a right and a 
wrong, in taste, as well as in other things.Cit is not, how- 
ever, in matters of taste, as in questions of mere reason, 
where there is but one conclusion that can be true, and all 
the rest erroneousV PTruth, which is the object of reason, is 
one ; beauty, whiih. n-^ object of taste, is manifold^ Taste, 
therefore, admits of diversity of object3^; but this pap take 
place only where the objects themselves are different. AVhere 
one man condemns that as deformed, which another pro« 
nounees to be Jnghly beautiful, there is no longer a diversity, 
ibut a direct opposition of taste ; the one must be right, the 
dfther wrongjh 

The standaard of taste to which the ultimate appeal must 
ever lie, istke sense of mankind — the taste of men in polished 
and flourishing nations, where arts are cultivated and man- 
ners jrefined ; wjieie works of genius are subjected to fre^ 
iUscussions, and taste is improved by science and philosophy. 
Even among such nations, however, the proper operations of 
Xaste may be warped by the state of religion, or the form of 
government.; by a licentious court, or an admired genius ; 
jby envy, popular humor, or party spirit. But in the course of 
time, the genuine taste of human nature will again disclose it- 
self, and gain the ascendancy over any&ntastic and corrupted 
modes, which <:asual circumstances may have introducea. 

That taste is not an arbitrary principle, and subject to the 
tmcy of every individual, is evident. Its foundation is^ y 
the same in every human mind. It is built upon senti-^; \ 
ments and perceptions which belong to our nature; and^ 
whichf in general, operate in the same uniformity as our 



Bnt, if ihere be no standard of taste, what consequence will foUow ; and 
what msdt, 4lierafi>re, exist 1 Whether the same thing holds in matters of 
taste, that holds in questions *of mere reasoning, what is observed ; and of 
troth andbeanly what is lemaiked 1 (Though taste admiu of diveratty of 
oljects, yet wliere, only,'Oan 'this diversity take plaise ; and how is this 
iOnstratedl What is the standard of taste, toi^hichthe ultimate appeal 
must ever fie 1 Among such nations, however, by what may the proper 
operations of taste :be warped ; but. in the course of time, what wiu tak0 
plaoel What evidence have we that Murta is not an aibltraryprindple; 

sndoBwhafcliilteiUI 
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other intellectual principles. When these stntiments are 
perverted by ignorance and prejudice, thev are capable of 
being rectified by reaspiix Their sound and natural state is 
ultimately determine^ by comparing them with the general 
taste of mankind. ^Let men declaim as much as they please, 
concerning the caprice and the uncertainty of taste, it is 
found, by experience, ^at there are beauties which, if they 
be displayed in a prop^ light, have power to command last- 
ing and general admiration.y f In every composition, what 
interests the imagination and touches the heart, pleases all 
ages and all nationcl fThere is a certain string, to which, when 
properly struck, the miman heart immediately vibrate^} 

Hence the universal testimony which the most improved 
nations of the earth have united, throughout a long series of 
ages, to bestow on some few works of genius f such as the 
lUad of Homer, and the j^Bniad of Virgil, j Hence the 
authority which such works have acquired, as standards, in 
some degree, of poetical composition ; since, from them, we 
are able to collect what the sense of mankind is concerning 
those beauties which give them the highest pleasure, and 
which, therefore, poetry ought to exhibit. Authority or pre- 
judice may, in one age or country, give a short-lived repu- 
tation to an insipid poet, or a bad artist ; but when for eigners* 
or when posterity examine his works, his &ults are dis- 
cerned, and the genuine taste of human nature appears* 
Time overthrows the illusions of opinion, but establishes the 
decisions of nature. 



When these sentiiiients are perverted hy ignorance and prejudice, lioir 
may they be restored ; and how b their sound and natural state ultimately 
determined 1 Though men may declaim concerning the caprice of taste, 
yet what is found b^ experience to be true '? Of every composition what is 
observed ; and why is thu the case 1 Hence, on what works has the umvetnl 
testimony of mankind been bestowed 1 Why have such wofks obtained 
authority as standards of poeticad composition 1 What may authority or 
pfejudice do ; but when his works come to be examined, what will follow 1 
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LECTURE III. 

CRITICISM— GENIUS— PLEASURES OP TASTE- 
SUBLIMITY IN OBJECTS. 

Criticism is the application of taste and of good sense to 
the several fine arts. Its ohject is to distinguish what is 
beaatiftil and what is feulty in every performance; from 
particular instances to ascend to general principles ; and so 
to form rules or conclusions concerning the several kinds of 
beauty in works of genius. 

The rules of criticism are not formed by a train of 
abstract reasoning, independent of facts and observations. 
Criticism is an art founded wholly on experience — on the 
observation of such beauties as have been found to please 
mankind most generally. For example : Aristotle's rules 
concerning the unity of action in dramatic and epic compo* 
sitions, were not rules first discovered by logical reasoning* 
and then applied to poetry ; but they were drawn from the 
imictice of Homer and Sophocles : they were founded upon 
ebserving the superior pleasure which we receive from the 
rslation of an action which is one and entire, beyond what 
we receive from the relation of scattered and imconnected 
ftcts. Such observations arising at first from feeling and 
experience, were found, on examination, to be so consonant 
to reason and to the principles of human nature, as to pass 
kto established rules, and to be conveniently applied for 
judging of the excellency of any performance. 

A masterly genius, it is true, will, of himself, untaught, 
compose in such a manner as shall be agreeable to the most 
material rules of criticism ; for, as these rules are founded 
ia nature, nature will suggest them in practice. Homer, it 
is more than probable, was acquainted with no system of 
the art of poetry. Guided by genius alone, he composed, 
in verse, a regular story, which all succeeding ages have 

I Whftt is criticism ; and what is its object 7 Of the rules of ciiticinii, 
What is observed! On what is criticism founded ; and what illustntion 
It ({iveni Of such observations, what is observed t In what mannsr 
pmj a masteriy^eiuus, though untaught, compose j and whyl What 
ulojrtsatioaof this VBouurfc is given 1 
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admired* But this is no argument against the usefulness 
of criticism as an art : for as no human genius is perfect, 
there is no writer but may receive assistance from critical 
observations upon the beauties and faults of those who have 
gone before him. No rules can, indeed, supply the defect of 
ffenius, or inspire it where it is wanting, but they may oftea 
oirect it into its proper channel: they may correct its 
extravagances, and point out to it, the most just and' proper 
imitations of nature ? Critical rules are designed chiejSy to 
show the &ults that ought to be avoided. To nature we 
must be indebted for the production of eminent beauties. 

It has long been the custom of petty authors to inveigh 
against both critics and criticism. They represent critics as 
the great abridgers of the native liberty of genius, and the 
imposers of unnatural shackles and bonds upon writers. 
In these r^r-esentations they proceed upon the supposition 
that critics judge altogether by rule and not by feelins' ; 
which* however, is so far from being true, that they who 
judge i^ this manner fire mere pedants, not critics. For all 
the rul^ of genuine criticism are ultimately founded on 
feeling; and taste and feeling are necessary to guide us in 
the aj^Ucation of thetse rules to every particular instance. 

An objection more plausible may be formed against criti- 
cism, from the applause that some performances have received 
from the public, which, when accurately considered, aro 
fou^d to violate tjbe rules ests:bUshed by criticism. Now, 
although the public is the ultimate judge in this matter, y<fX 
it should be rememibered that its judgment is oflen too hastily 

g'v^n. The ge^uiiie public taste dpes not always appear 
Ih^ applaii^e that a wjork may, oq i^ first publication^ 
receive j for, by complying wjth preyailing prejudices, an 
author may gam great temporary reputation ; but it will be 
onlytte^EQpojrary : for the judgment of true criticism, and the 
voice 4)f th^ p^blict :vdien once become unprejiudiced, and 
dispassionate^ w'^ ever coincide. 

■I » ■■ ■ I II ■ . M . . I I ■ ■ I , le || I . ■■ I ■ I I ■ u ■— ^ 

Why is this no argument against the usefuln«vi cif catioism as an art 1 
Though no rules can supjply the defect of genips, or inspiie it where it 
is wanting, yet what may they do ? For what are critical rules designed ; 
and Ibr what must we he indebted to nature 1 What has long been ths 
custom of petty authors ; and how do they represent critics 1 In these 
ihepresentations, upon ^at supposition do they pKMeed ; and of those wlho 
judge in this manner, what is observed ; and why ? Fiom what ma^ an 
oljection, more ^ausible, be formed a§ramst critidsmi Of the public «• 
the ultimate judge in this matter^ what is remari[ied I How may an author 
QUO gVMt timporazy reputation j hut why wiU it he Qidy to^^ 
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There are, it is true, tome works that haye acqnirod 
general, and even lasting admiration, notwithstanding th« 
gross transgressions of the laws of criticism which they 
contain ; but then we are to remark, that it is not for these 
transgressions that they have gained the public admiration* 
bat in spite of them. They possess other beauties which 
are conformable to the strictest rules ; and the force of 
these beauties has been so great as to oyerpower all censure, 
and to give the public a degree of satismction superior to 
the disgust arising from their blemishes. 

As the terms taste and genius are frequently joined 
together, and therefore, by inaccurate thinkers, confounded* 
it is necessary to point out the difference between thcnu 
Taste consists in the power of judging ; genius, in the power 
of executing. Genius, therefore, deserves to be considered 
as a higher power of the mind than taste : it always imports 
something inventive or creative ; which does not rest in mere 
seasibiiity to beauty, where it is perceived, but which can 
produce new beauties, and exhibit them in such a manner 
as strongly to impress the minds of others. Refined tasle 
ibrms the critic ; but genius is necessary to form the poet, or 
the orator. 

Gtenius, in the common acceptation of the word, extends 
BBRich fiirther than to the objects of taste. It signifies thai 
talent or aptitude which we receive from nature, for excelling 
in any one thing whatever. Thus we speak of a genius for 
mathanatics, for poetry, for war, for politics, or for any of 
the mechanical arts. 

Grenius may be greatly improved by art and study ; but 
being: derived from nature, by them alone it cannot be 
acquired. As it is a higher mculty than taste, it is ever, 
according to the usual frugality of nature, more limited 
IB the sphere of its operations. It is not uncommon to meet 
with persons who have an excellent taste in several of the 
polite arts; such as music, poetry, painting, and eloquence: 



There am, however, some works that have acquired what; and why 
ii this the case 1 Why is it necessary to point out the difference between 
taste and genius ; and in what do they, respectively, consist 1 How does 
genifw, tfaerefbre, deserve to be considered ; and what does it always import 1 
Which forms the critic, and which, the poet or the orator 1 What does 
gemns, in the common acceptation of the word, signify; and thus we 
fftak of a genius for what 1 How may genius be jgreatly improved ; but 
why can it not, by them alone, be acquired 1 As it is a higher faculty thaa 
taste, what follows % To meet with persons of what descnption is not un* 
eomiiioa; but what b much moie ran 1 
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Iml to find one who is an excellent performer in all tliese 
arts, is ranch more rare ; or rather, indeed, such a one i» 
not to be looked for. A sort of universal genius, or one who 
k equally and indifferently inclined towards several different 
professions and arts, is not likely to excel in any. Although 
there may be some few exceptions^ yet, in general^ it is truOf 
that when the bent of the mind is wholly directed towards 
some one object exclusively, there is the* fairest prospect of 
success in that, whatever it may be* The rays must con* 
Terffe to a point, in order to glow intensely. Youth aie 
highly interested in this remark, since it may teach them to 
examine with care, and to pursue with ardor, that path which 
nature has marked out for their peculiar exertions. 

The nature of taste, the nature and importance of criti- 
cisnif and the distinction between taste and genius, being thus 
explained, the sources of the pleasures of taste are next to 
be considered. Here Opens a very extensive field ; no less 
than all the pleasures of the imagination, as they are com- 
monly called, whether afforded to us by naturaj objects, or 
by the imitations and descriptions of them. It is not, how- 
everi necessary to the purpose of this work, that all of these 
should be examined fully ; the pleasure which we receive 
from discourse or writing, being the main object of thenu 
All that is proposed is to give some openings into the plea- 
sures of taste m general ; and to insist more particularly 
upon .sublimity and beauty. 

We aje hi from having yet attained to any system con- 
eeming this subject. A regular inquiry into it, was firsi 
attempted by Mr. Addison, in his Essay on the Pleasures of 
the Imagination. He has reduced these pleasures under 
three heads — ^beauty, grandeur, and novelty. His specu- 
lations on this subject, if not exceedingly profound, are» 
however, very beautiful and entertaining; and he has the 
merit of having opened a track, which was before unbeaten. 
The advances made since his time, in this curious part of 

Of a fori of aniversal genius, what is obseryed 1 In what remark 
mn youth lughly interested; and for what reason 1 The nature of 
taslA, dbc., being thus explained, what are next to be considered 1 Here 
how oxtdasiye a field opens before us; but why are not all these to 
be examined fully 1 What, only, is it proposed to do 1 By whom was a 
VMular inquiry into this subject first attempted; and where 1 Under 
what three heads has he reduced thesepleasures; and of his speculations 
on^this subject, what is remarked ? Why have not the advances niads 
since hiatime,inthispartofphil<MophifialgritifiiMm hf^n yyiy ^Mmirif(Hri>>^k I 
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philosophical criticism, are not very considerable ; owiiuft' 
doubtless, to that thinness and subtilty which are found to m 
properties of all the feelings of taste. It is difficnlt to 
enumerate the several objects that give pleasure to taste : it 
is more difficult to define all those which have been dia» 
covered, and to reduce them under proper classes; and 
when we would go farther, and investieate the efficienl 
causes of the pleasure which we receive from such objectti 
here we find ourselves at the greatest loss. For instancet 
we all learn by experience^ that certain Aguien oi bodies 
appear to us more beautiful than others. On inquiring 
fiirther, we find that the regularity of some figures, and the 
graceful variety of others, are the foundation of the beauty 
which we discern in them ; but when we attempt to go a 
step beyond this, and inquire why regularity and variety 
produce, in our minds, the sensation of beauty, any reason we 
can assign is extremely imperfect. 

It is some consolation, however, that although the efikienl 
cause be obscure, the final cause of these sensations lies, ia 
many cases, more open: and here we must observe, the 
strong impression which the powers of taste and imagi* 
nation are calculated to give of the beniraity of our Creator* 
By endowing us with such powers, he nas widely enlarged 
the sphere of the pleasure of human life ; and those, too, of 
a kind the most pure and innocent. The necessary purposes 
of life might have been abundantly answered, though our 
senses of seeing and hearing had only served to distinguish 
external objects, without conveying to us any of those refined 
and delicate sensations of beauty and grandeur, with which 
we are now so much delighted. 

The pleasure which arises from sublimity or grandeur, 
deserves to be treated at some length, both, because it has a 
character more precise and distinctly marked than anr 
other of the pleasures of the imagination, and because it 
coincides more directly with our main subject. For the 
greater distinctness, the grandeur or sublimity of external 

What b a difficult task ; and where do we find ouradves at the greateil 
loflsl What do we all learn by experience; and from farther inquirf 
what results 1 What, however, is some consolation; and here, what 
must we observe 1 By endowing ua with such fiowers, what has our 
Creator done ; and how might the necessary purposes of life have been 
moswered'? Why does the pleasure wliich arises from subliniitj, dcsen* 
to be tiealtd at some length; aiad in considering them, what eottrai it 
pmntdy 
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objects themselves, shall first be considered; and afleiwardst 
the descriptmn of such objects, or, what is called the sublime 
in writings 

v^he simplest form of external grandeur, appears in the 
vast^nd boundless prospects presented to us by nature; 
such as wi^e extended plains, to which the eye can see no 
limits ; the firmament of heaven, or the boundless expanse 
of the ocean. All vastness produces the impression of 
sublimity. It is to be remarked, however, that space ex- 
tended in length, makes not so strong an impression as 
height or depth. Though a boundless plain be a grand 
object, yet a high mountain, to which we look up, or an 
awful precipice or tower, whence we look down on the 
objects which He below, is still more so. The excessive 
grandeur of the firmament arises from its height, joined to 
its boundless extent ; and that of the ocean, not from its 
extent alone, but from its perpetual motion and irresistible 
force. Wherever space is concerned, it is clear that ampli- 
tude, or greatness of extent, in one dimension or other, is 
necessary to grandeur. Remove all bounds from any object, 
and you immediately render it sublime. Hence, infinite 
space, endless numbers, and eternal duration, fill the mind 
with great ideas. 

The most copious source of sublime ideas seems to be 
derived from the exertion of great power and force. Hence 
the grandeur of earthquakes and burning mountains; of 
great conflagrations ; of the boisterous ocean ; of the tem- 
pestuous storm ; of thunder and lightning ; and of all the 
uncommon violence of the elements. A stream which 
glides along gently within its banks is a beautiful object ; 
but when it precipitates itself with the impetuosity and noise 
of a torrent, it immediately becomes a sublime one. A race 
horsed is beheld with pleasure, but it is the war horse, 
•* whose neck is clothed with thunder," that carries grandeur 
in its idea. The engagement of two great armies, as it is the 
highest exertion of human might, combines a variety of sources 

In what does the simplest form of external grandeur appear; and whal 
instances are mentioned 1 What effect does all vastness prodace ; yet what 
is to be remarked; and how is this illustrated 1 From what does the 
excessive ffrandeur of the firmament arise; and from what, that of the 
ocean 1 Wherever space is concerned, what is clear 1 Remove all bounds 
from any obiect and what will follow ; and hence what fills the mind with 
ffreat .ideas i Whence is the most copious source of sublime idetc 
OBsivcai and >encewhai follows 1 How u this remark fUlIy illustrated ? 
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of the sublime ; and haSt aecordinglyy been always consider* 
ed one of the most striking and magnificent spectacles 
that can be either presented to the eye^ or exhibited to the ima* 
gination in description. 

For the &rther illustration of this subject, it is proper to 
ranark» that alL ideas of the solemn and awful kina* and 
even bordering on the terrible, tend greatly to assist the 
sublime; such as darkness, solitude, and silence. The 
firmament when filled with stars scattered in such vast 
numbers, and with such magnificent profusion, strikes the 
imagination with a more awful grandear than when we view 
it enlightened by all the splendor of the sun. The deep 
sound of a great bell, or the striking of a great clock, are, 
at any time, grand ; but when heard amid the silence and 
stillness of the night, they become doubly so. Darkness 
is very commonly appliea for adding sublimity to all our 
ideas of the Deity. ** He maketh darkness his pavilion ; 
he dwelleth in the thick clouds." So Milton : 



-How oft, amidst 



Thick clou<]8 and dark, does Heaven's all-raliDg Sire 

Choom to reside, his glory uDobscur'd, 

And with the majesty of darkness round 

Circles his throne. • — Book 11. 263- 

Obscurity, we may &rther remark, is also favorable to 
the sublime. Though it render the object indistinct, yet 
the impression may be great; for, as Mr. Burke has 
ingeniously observed, it is one thing to make an idea clear, 
and another, to make it affecting to the imagination. Thus, 
almost all the descriptions given us of the appearances of 
supernatural beings, carry some sublimity, though the con- 
ceptions which they afford us be confiised and indistinct. 
Their sublimity arises from the ideas, which they always 
convey^ of superior power and might, joined with an awful 
obscurity. "So ideas, it is plain, are so sublime ais those 
taken firom the Supreme Being ; the most unknown, but the 
greatest of all objects ; the infinity of whose nature, and 
the eternity of whose duration, joined with the omnipotence 

For tbe &ither iUostration of this subject, what is it proper to remaik ; 
«Dd what examples are siven 1 How is this, also, illustrated 1 For what 
is darkness ▼cry commonry applied ; and what illustrations follow 1 What 
Is also favorable to the suUimeV what is remarked of it ; and what has Mr. 
Borke ingeniously observed 1 How is this illustrated in the descriptbns 
•f supernatural beings; and ftom what does th^r sublimity arise 1 Of 
di0 Soptems Btang, and of the ideas takeu from him what is observedl 
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of his power, though they surpass our conceptions^ yet 
exalt them to the highest. 

As is obscurity, so disorder, too, is very compatible with 
grandeur ; nay, it frequently heightens it. Few things that 
are strictly regular and methodical, appear sublime. Wo 
see the limits on every side ; we feel ooiselves confined; 
there is no room for the mind to exert any great effort. 
Though exact proportion of parts, o^en enters into the 
beautiful, yet it is altogether disregarded in the sublime. A 
great mass of rocks, thrown together by the hand of nature 
with wildness and confusion, strikes the mind with more 
grandeur, than if they had been adjusted to one another 
wfth the most accurate symmetry. 

There still remains to be mentioned, one class of sublime 
objects, which may be called the moral, or sentimental 
sublime ; arisinj? from certain exertions of the human mind-r- 
from certain ai]^ctions and actions of our fellow-creatures. 
These will be found chiefly of that class, which comes under 
the name of magnanimity or heroism : and they produce an 
effect extremely simjlar to what is produced by the view of 
grand objects in nature ; filling the mind with admiration, 
and elevating it aboye itself. Wherever, in some critical 
and dangerous situation, we behold a man uncommonly 
intrepid, and resting upon himself; superior to passion and 
to fear ; animated by some great principle to the cont&aipt 
of popular opinion, of selfish interest, of dangers or of death ; 
we are struck with a sense of the sublime. Thus Porus, 
when taken prisoner by Alexander, afler a gallant defence* 
and asked how he wished to be treatedy-nnswering '^ Like 
a king ;" and Caesar, chiding the pilot, who was afrai^ to 
set out with him in a storm, ** Quid times ? Csesarem vehis ;" 
are good instances of the sentimental sublime. 

Various theories have been formed, to ascertain whether 
we are able to discover some one distinct quality, in which 
all the different objects that produce the sublime, coincide. 
Some have imagined that amplitude, or great extent, joined 
with simplicity, is eiUier immediately, or remotely, the fiin- 

Ab is obscurity, so also what is v^ compatible with erandeur ; and how 
18 this fully illustrated 1 What class of^ sublime objects still remains to 
be considered ; and from what do they arise 1 Under what name do they 
come; and what efiect do 'they produce 1 When are we struck with a 
sense of the sublime; and what instances of i]lu8trationfi>llow1 To aeoer- 
tain what, have vaxbus theories been fattoBd 1 What have some imai^ined 
to be the ftmdamental quality of thesublime; but, of it, what isobaervedl 
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damental quality of whatever is sublime ; but we have seen 
that amplitude ^s confined to one species of sublime objects 
only, and cannot, without violent straining, be applied to 
them all. Mr. Burke supposes that terror is the great source 
of the sublime ; and that no objects have this character, but 
such as produce impressions of pain and dancfer. It is, 
indeed, true, thal"^* many terrible objects are highly sublime ; 
and that grandeur does not refuse an alliance with the idea 
of danger. But the sublime does not consist wlA)lly in 
modes of danger, or of pain. In many grand objects, there 
is not the smallest coincidence with terror ; as in the mag- 
nificent prospect of wide extended plains, and of the starry 
firmament ; or in the moral dispositions and sentiments, 
which we contemplate with high admiration. In many 
painful and terrible objects also, there is evidently no sort 
of grandeur. The amputation of a limb, or the bite of 
a snake, are exceedingly terrible ; but are destitute of all 
claim whatever, to sublimity. Mighty force or power, per- 
haps, whether attended by terror or not, whether employed 
in protecting or in alarming us, has a better title, than any 
thing that has yet been mentioned, to be considered the fun- 
damental quality of the sublime. There appears to be no 
sublime object, into the idea of which, strength and force^ 
either enter not directly, or with which they are not inti- 
mately connected, in conducting our thoughts to some 
astonishing power, as concerned in the production of the 
object. 

What is Mr. Burke's theorv; and what is remarked of iti Wluil 
has a better title than any thing' that has yet been mentioned, to be con- 
iideied the fundamental quality of the sublime ; and why 1 
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LECTURE IV. 

THE SUBLIME IN WRITING. 



Hating treated of grandeur or subRmity in external 
objects, the way seems now to be cleared, for treating, with 
more advantage, of the descriptions of such objects ; or, of 
what is called the sublime in writing. 

The true sense of the sublime in composition is, undoubt* 
edly, such a description of objects, or exhibition of senti- 
ments, which are, in themselves, of a sublime nature, as 
shall give us strong impressions of them. Its foundation 
must always be laid in the nature of the object described. 
Unless it be such an object as, if presented to our eyes, if 
exhibited to us in reality, would raise ideas of that elevating^ 
that awful and magnificent kind, which we call sublime ; the 
description, however finely drawn, is not entitled to come 
under this class. This excludes all objects that are merely 
beautiful, - gay, or elegant. Besides, the object must not 
only be, in itself, sublime, but it must be set before us in 
such a light as is most proper to give us a clear and full 
impression of it ; it must be described with strength, with 
conciseness, and simplicity. This depends, chiefly, upon 
the lively impression which the poet, or orator, has of the 
subject which he exhibits; and upon his being deeply 
affected, and warmed, by the sublime idea which he would 
convey. If his own feelings be languid, he can never 
inspire us with any strong emotion. Instances, which are 
extremely necessary on this subject, will clearly show the 
importance of these requisites. 

It is, generally speaking, among the most ancient authors, 
that we are to look for the most striking instances of the 
sublime. The early ages of the world, and the rude un- 
cultivated state of society, appear to have been peculiarly 

Having treated of grandeur, or subUinity in external objects, Ibr wliat 
does the way now seem cleared 1 What is the true sense of the sublime 
in oomposttioof^and where mu4 its foundation always be laid 1 That the 
description may come under this class, it must be an object of what kind ; 
and what objects doetf tMs exclu(|e'? Besides being in itself sublime, how 
must the object be set before us, and described 1 On what does this de- 
pend ; and if his own feelings be languid, what will follow 1 Among 
what authors are we to look for the most striking instances of the '^'*' 
and why? 



Lect. 4.] THE SUBLIME IN WRITING. 90 

feyorable to the strong emotions of sublimity. The genius 
of mankind was then very prone to admiration and astonish- 
ment. Meeting continually with new and strange objects, 
their imagination was kept glowing, and their passions were 
raised to the utmost, Tney thought and expressed them- 
selves boldly, and without restraint. In the progress of 
society, the genius and manners of men have undergone a 
change more favorable to accuracy, than to strength or 
sublimity. 

Of all writings, ancient or modern, the Sacred Scriptures 
afford us the highest instances of the sublime. The descrip- 
tions of the Deity, in them, are wonderfully noble — both 
from the grandeur of the object, and the manner of repre- 
senting it. What an assemblage, for instance, of awful 
and sublime ideas is presented to us, in that passage of the 
XVIIIth Psalm, where an appearance of the Almighty is 
described : *' In my distress I called upon the Lord : he 
heard my voice out of his temple, and my cry came before 
him. Tnen, the earth shook and trembled ; the foundations 
also of the hills were moved ; because he was wroth. He 
bowed the heavens, and came down, and darkness was under 
his feet ; and he did ride upon a Cherub, and did fly ; yea, 
he did fly upon the wings of the wind. He made darkness 
his secret place ; his pavilion round about him were dark 
waters, and thick clouds of the sky." Here, the circum- 
stances of darkness and terror, are applied with great 
propriety and success, for heightening the sublime. The 
noted instance given by Longinus, from Moses, ** God said, 
let there be light ; and there was light," belongs to the true 
sublime ; and the sublimity of it arises from the strong con- 
ception it gives, of an exertion of power, producing its 
enect with the utmost speed and facility. A tnought of the 
same kind is magnificently amplified in the 24th, 27th, and 
28th verses of the XXIVth chapter of Isaiah., 

Hom^r is a poet, who, in all ages, and by all critics, has 

To what was the genius of mankind then prone ; and what follows 1 
In the progress of society, what chance have the genius and manners 
of men un£rgone 1 Of all writing, which affords us the highest instances 
<rf'the suhlime; and of the descnptions of the Deity in them, what is 
observed t Repeat the passage from the XVIIIth Psalm, illustrative of this 
remark ; and of it what is observed 1 What instance is given bv Longi- 
nus, from Moses ; and from what does its sublimity arise 1 Where is a 
thought of the same kind magnificently amplified 1 What is observed of 
Hmner ; and to what is he indebted for his sublimity 1 
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been greatly admired for his sublimity; and he is mtteli 
indebted for it, to that native and unaffected simplicity whieli. 
characterizes his manner. His description of hosts eii- 
gaging ; the animation, the fire, and rapidity which he 
throws into his battles, present to every reader of the Iliad, 
frequent instances of sublime writing. His introduction of the 
gods, tends often to heighten, in a high degree, the majesty 
of his warlike scenes. In the XXth book, where all the 
gods take part in the engagement, according as they severally 
fcvor either the Grecians or the Trojans, the poet's genius 
is signally displayed, and the description rises into the most 
awful magnificence. All nature seems to be in commotion. 
Jupiter thunders in the heavens ; Neptune strikes the earth. 
with his trident ; the ships, the city, and the mountains 
shake .; the earth trembles to its centre ; Pluto starts from 
his throng in dread, lest the secrets of the infernal regions 
should be laid open to the view of mortals. The following 
is Mr. Pope's translation of the passage alluded to ; which, 
though, perhaps, inferior to the original, is yet highly ani- 
mated and sublime. 

But when the powers descending swell'd the fight, 
Then tumult rose, fierce rage, and pale affright : 
Now through the trembling shores Minerva calli^ 
As now she thunders from the Grecian walls. 
Mars, hov'ring o'er his Troy, his terror shrouda 
In gloomy tempestaand a night of clouds ; 
Now through each Trojan heart he fury poun^ 
With voice divine, from Illion*s topmost towers— 
Above, the sire of gods his thunder rolls, 
And peals on peals redoubled, rend the notes ; 
Beneath, stem Neptune shakes the solid groimd^ 
The forests wave, the mountains nod around ; 
Tlirough all her summits tremble Ida's woodi^ 
And from their sources boil her hundred floods : 
Trov's turrets totter on the rocking plain, 
Ana the toss'd navies beat the heavmg main. 
Deep in the dismal region of the deao^ 
The infernal monarch reared his horrid head. 
Leap'd from his throne, lest Neptune's arm smmld lay 
His dark dominions open to the day ; 
And pour in light on Pluto's drear abodes^ 
Abhorr'd by men, and dreadful e'en to eod's. 
Such wars the immortals wage ; such Horror's rend 
The world's vast concave, when the gods contend. 



What present, to every reader of the Diad, frequent insUncM of nibliiM 
writing 1 What is observed of iiis introduction of the gods; and of tho 
passu^e from the XXth. book what 10 lemaikedl Repeat Mr. Pope's 
•tnnsiatioii of it. 
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. The works of Ossian abound with examples of the sablime. 
The subjects of which that author treats, and the manner in 
which he writes, are particularly fiiTorable to it. He 
possesses all the plain and venerable manner of the ancient 
times. He deals in no superfluous or gaudy ornaments ; 
but throws forth his images with a rapid conciseness, which 
enables them to strike the mind with the greatest force. 
Among poets of more polished times we are to look for 
the graces of correct writing, for just proportion of parts, 
and skilfully conducted narratives. But amidst the rude 
scenes of nature and of society, such as Ossian describes ; 
amidst rocks and torrents, and whirlwinds and battles, 
dwells the sublime ; and naturally associates itself with that 
grave and solemn spirit which distinguishes the author of 
Fingal. 

These instances have been produced, in order to show how 
essential conciseness and simplicity are to sublime writing. 
Simplicity is properly opposea to studied aj^ profuse orna- 
ment ; and conciseness to superfluous expression. Why a 
defect, either in conciseness or simplicity, is peculiarly hurt- 
fill to the sublime, may be easily seen. The emotion ex- 
cited in the mind by some great or noble object, raises it 
considerably above its common pitch. A sort of enthusiasm 
is produced extremely agreeable while it lasts ; but from which 
the mind is tending every moment to &11 into its ordinary 
tone. When an author, therefore, has brought us, or is 
attempting to bring us into this state ; if he multiplies words 
unnecessarily, if he decks the sublime object on all sides with 
glittering ornaments ; nay, if he throws in anyone decoration 
which &lls, in the least, below the principal image, that mo- 
ment he altars the key ; he relaxes the tension of the mind ; 
tbe strength of the feeling is emasculated ; the beautiful may 
remain, but the sublime is gone. Homer's description of 
the nod of Jupiter, as shaking the heavens, has been admired 
in all ages, as highly sublime. Literally translated, it runs 
thus: ** He spoke, and bending his sable brows, gave the 
nwfiil nod ; while he shook the celestial locks of bis immor- 

. ^ II I II 1 III ■ 111. I I I ■ — »M1» 

Wlittt is dlMerved of the works of Ossian ; and why are they so sublime 1 
Vm wrh^ aie we to look among poets of moie modern times ; but where 
^4p*tti'M8iAIime, and with what does it naturally associate itself) Why 
haw 4iese instances been produced ; «nd to what are they respectively 
mosfldi Why is a defect in either, peontiarly hurtful to the sablime ? 
what is remariLed of Homer's dMcinQ«km<rf'tbeiU)d of Jopiter: andhow 
isitfilBAUylannfllatedl 

'I 



32 SUBLIME IN WRITING. [Lkct. 4, 

tal head, all Olympus was shaken." The following is Mr« 
Pope's translation : 

He spoke : and awful bends his sable brow^ 
Shakes his ambrosial curls, and gives the nod. 
The stamp of iate, and sanction of a rod. 
High heaven with trembling the dread signal took, 
Ana all Olympus to its centre shook. 

The image is spread out, and attempted to be beautified ; 
but it is, in reality, weakened. The third line — " The stamp 
of fate, and sanction of a god," is merely expletive, and 
introduced for no other reason than to fill up the rhyme ; 
for it interrupts the description and clogs the image. For 
the same reason, Jupiter is represented as shaking his locks 
before he gives the nod ; — '* Shakes his ambrosial curls and 
gives the nod ;" which is trifling and insignificant : whereas, 
m the original, the hair of his head shaken, is the eflfect of 
his nod, and makes a happy picturesque circumstance in the 
description. %^^ 

The boldness, freedom, and variety, of our blank verse, 
is infinitely more favorable than rhyme, to all kinds of 
sublime poetry. The fullest proof of this is afibrded by 
Milton — an author, whose genius led him eminently to the 
sublime. The whole first and second books of Paradise 
Lost, are continued instances of it. Take only, for an 
example, the following noted description of Satan, after his 
fall, appearing at the head of the infernal host : 



He, above the rest, 



In shape and gesture proudly eminent, 
Stood like a tower ; his form bad not yet loft 
All her original brightness, nor appeared 
Less than an archangel ruined ; vad the exoesi 
Of ^lory obscur'd : as when the sun new risei^ 
Looks tnrough the horizontal misty air, 
Shorn of his beams ; or from behind the moon, 
In dim eclipse, disastrous twilieht sheds 
On half the nations^ and with tear of change 
Perplexes monarcha Darkened so, yet ahooa 
Above them all th' archaoge l 

Here concur a variety of sources of the sublime: the 
principal object eminently great ; a high superior nature, 

What is Mr. Pope's translation ; what is observed of it : and whj^^ 
Of our blank verse what is observed 1 By whom is the fiiilest proo^ 
this offered ; and of his genius, what is remarked 1 What books are 
continued instances of this ; and what example is giveni Of this pssstgs 
what is remarked^ 
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fidlen indeed, but erectins^ itself against distress; the 
^^zandeor of the principal object heifi^htened, by associating 
It with so noble an idea as that of the sun suffering an 
eclipse ; this picture shaded with all those images of change 
and trouble, of darkness and terror, which coincide so finely 
with the sublime emotion ; and the whole expressed in a 
style and rersification, easy, natural, and simple, but mag- 
nmcent. 

Besides simplicity and conciseness, strength, also, is 
essentiaUy necessary to sublime writing. The strength of 
description arises, in a great measure, from a simple concise- 
ness ; but it also implies something more ; namely, a proper 
choice of circumstances in the description, so as to exhibit 
the object in its fill and most striking point of view. For 
every object has several Daces, so to speak, by which it 
may be presented to us, according to the circumstances with 
which we surround it ; and it will appear eminently sublime, 
or not, in proportion as all these circumstances are happily 
chosen, and of a sublime kind. In this the great art of the 
writer consists ; and it is, indeed, the principal difficulty of 
sublime description. If the description be too general, and 
divested of circumstances, the object appears in a &int light ; 
and makes either a feeble impression, or no impression at all, 
on the reader. At the same time, if any trivial or improper 
circumstances are mingled, the whole is degraded. 

The nature of the emotion aimed at in sublime descrip- 
tion, is such, as to admit of no mediocrity, and cannot subsist 
in a middle state ; but must either highly transport us, or, if 
vnsuccessful in the execution, leave us greatly disappointed 
and displeased. We attempt to rise along with the writer ; 
the imagination is awakened, and put upon the stretch ; but 
it requires to be supported ; and if, in the midst of its efforts, 
you desert it unexpectedly, down it comes with a painful 
shock. When Milton, in his battle of the angels, describes 
them as tearing up the mountains, and throwing them at one 
another ; there are, in his description, as Mr. Addison 
has observed, no circumstances but what are properly sub- 
lime: 



Bendes onmlicity and eoncueness, what, also, ib essential to subHme 
writing ; and from what does it arisel Why is this the case 1 Why ia 
this the principal difficulty of sabUme description J Of the nature of the 
emotioa aaned at in subtime description what is observed ; and why 1 
How k this xemaricilhutntted£R)mMilUm's battle of the angdsl 
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Fram their foundations loot'ningto and fits 
*rhev pluck'd the seated hills, with all their load| 
ItDcksj waters, woods ; and bv the shaggy tope 
Uplifting, bore them in their handa 

This idea of the giants throwing the mountains, which is 
in itself so grand, is rendered, by Claudian, burlesque and 
ridiculous ; by the single circumstance, of one of his giants 
with the mountain Ida upon his shoulders, and a river which 
flowed from the mountain, running down along the giant's 
back, as he held it up in that posture. In Virgil's descrip- 
tion of mount JEina^ there is an inaccuracy of the same 
kind. After several magnificent images, the poet concludes 
with representing the mountain as " belching up its bowels 
with a groan ;" which, by likening the mountain to a sick 
or drunken person, degrades the majesty of the description. 

Such instances show how much the sublime depends upon 
a just selection of circumstances ; and with how great care 
every circumstance must be avoided, which, by bordering in 
the least upon the mean, or even upon the gay or trifling, 
alters the tone of the emotion. 

If it shall now be inquired, what are the proper sources of 
the sublime, we answer, that they are to be found everywhere 
in nature. It is not by hunting after tropes, and figures, 
and rhetorical assistance, that we can expect to produce it ; 
for it stands clear, for the most part, of these labored refine- 
ments of art. It must come unsought, if it comes at all ; and 
be the natural oflfspring of a strong imagination. 

What is commonly called the sublime style, is, for the 
most part, a very bad one ; and has no relation, whatever, 
to the real sublime. Persons are apt to imagine, that magni- 
ficent words, accumulated epithets, and a certain swelling 
kind of expression, by rising above what is usual or vulgar, 
contributes to, or even forms the sublime : but nothing, in 
reality, is more false. In genuine instances of sublime 
writing, nothing of this kind appears. ** God said, let there 
be light; and there was light." This is striking and 



Repeat the passage. By whom is this idea rendered burlesque and ridica* 
loos ; and in what way 1 What inaccuracy of the same kind is Ibund in 
Yirgil's description of mount ^tnal What do such instances show 1 
Where are the proper sources of the sublime to be. found; and how is 
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sublime. But put it into what is commonly called the sub* 
lime style : ** The Sovereign Arbiter of nature, by the potent 
energy of a single word, commanded the light to exist ;*' 
and, as has been well observed, the style indeed is raised, 
bat the thought is fallen. In general it may be observed, 
that, in all good writing, the sublime lies in the thought, not 
in the expression ; and when the thought is truly noble, it 
will, for the most part, clothe itself in a native dignity of 
langfuage. 

The &ults opposite to the sublime are chiefly two : the 
frigid and the bpmbast. The frigid consists, in degrading 
an object or sentiment, which is sublime in itself, by mean 
conception of it ; or by a weak, low, and childish description 
of it. This betrays entire absence, or at least, great poverty 
of genius. Of this there are abundance of examples, 
and these commented upon with much humor, in the Treatise 
on the Art of Sinking, by Dean Swifl. The bombast lies, 
in forcing an ordinary or trivial object out of its rank, and 
endeavoring to raise it into the sublime ; or, in attempting 
to exalt a sublime object beyond all natural and reasonable 
bounds. Into this error, which is but too common, writers 
of genius may sometimes fell, by unluckily losing sight of 
the true point of the sublime. This is also called fustian or 
rant ; and Dryden and Lee, in their tragedies, abound with it. 

We have treated thus f^iHv pf the sublime, because it is 
so capita] an excellenc]^ in fine writing, and because clear 
and precise ideas on this head, are seldom to be met with in 
critiod writers. 
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LECTURE V. 

BEAUTY AND OTHER PLEASURES OP TASTE. 

Beauty, next to sublimity^ affords, beyond doubt, the l^igheat 
pleasure to the imagination. The emotion which it raises* 
may be easily distinguished from that of sublimity. It is of 
a calmer kind ; more gentle and soothing ; does not elevate 
the mind so much, but produces an agreeable seremtjr* 
Sublimity raises a feeling, too violent to be lasting $ the ' 
pleasure arising from beauty admits of longer continuance* 
It extends, also, to a much greater variety of objects than 
sublimity ; to a variety indeed so great, that the feelinn 
which lieautiiul objects produce, differ considerably, not in 
degree only, but also in kind, from one another. Hence, 
no word in the language is used with less discrimination 
than beauty. It is applied to almost every external olyeet 
that pleases the eye or the ear ; to a great number oFAe 
graces of writing ; to many dispositions of the mind ; and, 
even to several objects of mere abstract science. We talk 
currently of a beautiful tree or flower ; a beautiM poem ; 
a beautiful character ; and, a beautiful theorem in maihe* 
matics. 

Hence, we may easily perceive, that among so great a 
variety of objects, to find out some one quality in which they 
all agree, and which is the foundation of that agreeable 
Sensation which they all raise, must be a very difficult, if not 
a vain attempt. Hypotheses, however, have been framed by 
ingenious men, for ascertaining the fdndamental quality of 
beauty in all objects. In particular, uniformity amidst 
variety, has been insisted on as the fundamental qualitv. 
This, however, will not apply to color or motion ; nor will 
it apply to all figured objects, since some please which have 
very little variety, and others, which are various to a degree 

How may the emotion which beauty raifles, he distinguiahed from that 
of sublimity 1 Of the variety of objects to which beauty extenda, what Is 
remarked 1 Hence, to what is it applied ; and of what do we cuiientl^ 
talk 1 What must, consequently, among so great a variety of objects, be 
a yeTY difficult task 1 For what have hypotheses been framed ; and what 
has been insisted on, as its ftindamantal quality 1 Towhat^ hanwrtt, 
will not this apply; andwh^l 
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of intricacy. Laying systems, therefore, aside, we shall 
give an enumeration of several of those classes of ohjects 
in which beauty most remarkably appears ; and point out, 
as far as possible, the separate principles of beauty in eaeh 
of them. 

Color affords, perhaps, the simplest instance of beauty. 
Here, neither variety, nor uniformity, nor any other assign* 
able principle, can be considered as its foundation. We can 
refer it to no other cause but the structure of the eye, which 
determines us to receive certain modifications of tne rays of 
light with more pleasure than others. Association of ideaSf 
it is probable, however, has some influence. Qreen, for 
instance,, may appear more beautii^l, by being connected in 
our ideas with rural scenes and prospects ; white, with 
innocence ; blue, virith the serenity of the sky. Indej^endent 
of associations of this kind, all that we can &rther observe 
respecting colors is, that those chosen for beauty are, gene* 
rally, delicate, rather than glaring. Such are the feathers of 
several kinds of birds, the leaves of flowers, and the fine 
variation of colors exhibited by the sky at the rising and 
setting of the sun. 

From color we proceed to figure, which opens to us forma 
of beauty more complex and diversified. Regularity first 
occurs to be noticed as a source of beauty. By a regular 
figure, is meant, one which we perceive to be formed accord- 
ing to some certain rule, and not left arbitrary or loose in 
the construction of its parts. Thus a circle, a square, or a 
triangle, pleases the eye, by its regularity, as a beautiful 
figure : yet a certain grac^ftil variety irs perceived to be a 
much more powerful principle of beauty. Regularity ap- 
pears beautiful to us^ chiefly, if not solely, because it suggests 
the ideas of fitness, propriety, and use, which have always a 
more intimat^ ct^nnection with orderly and proportionate 
forms, than with^ those which appear not constructed accord- 
ing to any certain rute. Nature,, who is, doubtless, the most 

Laying ^Btems, therefore, aside, what is proposed to be donel What, 
perhaps, anords the simplest instance of beauty ; and of it, what is ob- 
served 7 What, perhaps, has some influence ; and what illustrations aio 
given 1 Independent of such associations, wkat only can we farther ob- 
serve ; and what instances are mentioned 1 From color, to what do we 
proceed ; and of its beauty what is observed 1 What first occurs to be 
noticed as a source of beauty ; by it what is meant ; and what are the 
examples? Why does regularity appear beautiful ; and of those qualities 
what IS remarked 1 From the course that nature pursues in this respect, 
What illtnttratioa is given 1 
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graceful artist, hath, in all her ornamental works, pursued 
Tariety with an apparent neglect of regularity. Cabinets, 
doors, and windows, are made after a regular form, in cubes 
and parallelograms, with exact proportion of parts, and by 
being so formed they please the eye : for this good reason, 
that, being works of use, they are, by such figures, the better 
suited to the ends for which they were designed. But plants, 
flowers, and leaves, are full of variety and diversity. A 
straight canal is an insipid figure, in comparison of the 
meanders of rivers. Cones and pyramids are beautiful ; 
but trees growing in their natural wildness, are infinitely 
more beautiful than when trimmed into pyramids and cones. 
The apartments of a house must be regular in their dispo- 
sition, for the convenience of its inhabitants ; but a garden 
which is designed merely for beauty, would be extremely 
disgusting, if it had as much uniformity and order in its 
parts as a dwelling-house. * 

Motion furnishes another source of beauty, distinct fromi 
figure. Motion, of itself, is pleasing ; and bodies in motion, 
are universally preferred to those at rest. It is, however, 
gentle motion only, that belongs to the beautifiil ; for when 
it is very swifl, or very forcible, such as that of a torrent, it 
partakes of the sublime. The motion of a bird gliding 
through the air, is extremely beautiful ; but the swiftness 
with which b'ghtning darts through the heavens, is mag- 
nificent and astonishing. And here, it is proper to observe, 
that the sensations of sublime and beautiful, are not always 
distinguished by very distant boundaries ; but are capable, 
in many instances, of approaching towards each other. 
Thus, a smooth running stream, is one of the most beautiful 
objects in nature : as it swells gradually into a great river, 
the beautiful, by degrees, is lost in the sublime. A young 
tree is a beautiful object ; a spreading ancient oak, is a 
venerable and grand one. The calmness of a fine morning 
is beautiful ; the universal stillness of the evening is highly 
sublime. But to return to the beauty of motion ; it will 

How are cabinets, doors, and windows, made ; and why do they please 1 
But what are full of diversity and variety 1 How is this subject Either 
illustrated from a straight canal, cones, and pyramids, the apartments of & 
house, and a garden 1 What furnishes another source of beauty, distinct 
fitora figure ; and of it, what is remarked 1 What motion, onlv, belongs 
to the beautiful; and why? How is this remark illustrated 1 Here, 
what is it pro})er to observe ; and what illustrations follow 1 But to return 
to the beauty of motion, what will generally hold true j and what instance is 
mentioned. 
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be found to hold, very generally, that motion in a atraiffht 
line is not so beautiful as in a waving direction ; and motion 
upwards is also, generally, more agreeable than motion 
downwards. The easy curling motion of flame and smoke, 
is an object singularly agreeable. Mr. Hogarth observes, 
very ingeniously, that ail the common and necessary motions 
for the business of life, are performed by men in straight or 
plain lines ; but that all the graceful and ornamental move- 
ments are made in waving lines — an observation worthy of 
the attention of those who study the grace of gesture and 
action. 

Though color, figure, and motion, are separate princi- 
ples of beauty ; yet in many beautiful objects they all meet, 
and render the beauty both greater and more complex* 
Thus, in flowers, trees, and animals, we are entertained, at 
once, with the delicacy of the color, with the gracefulness of 
the figure, and sometimes also with the motion of the object* 
Perhaps the most complete assemblage of beautiful objects 
that can any where be found, is presented by a rich natural 
landscape, where there is a sufficient variety of objects-^ 
fields m verdure, scattered trees and flowers, running water, 
and animals grazing. If to these be joined some of the pro- 
ductions of art, which suit such a scene ; as a bridge with 
arches over a river, smoke rising from cottages in the midst 
of trees, and the distant view of a fine building seen by the 
rising sun ; we then enjoy, in the highest perfection, that 
^y, cheerful, and placia sensation which characterizes 
beauty. 

The beauty of the human countenance is more complex 
than any that we have yet considered. It includes the 
beauty of color, arising from the delicate shades of the com- 
plexion; and the beauty of figure, arising from the lines 
which form the different features of the face. But the chief 
beauty of the countenance depends upon a mysterious ex- 
pression, which it conveys, of the qualities of the mind ; of 
good sense, or good humor; of sprightlincss, candor, benevo- 

What has Mr. Hogarth very ingeniously observed ; and of this obser- 
iration what is remarked 1 When color, fignre, and motion, all meet in die 
same object, what is their effect 1 Thus, in 'flowers, trees, and antmak, 
with what are we entertained at the same time 1 By what is the moit 
complete assemblage of beautiful objects that can any where be found, pie- 
sented ; and how may its beauty be rendered perfisct 1 Of the beauty of 
the human countenance what is remarked; and wluit does it indudel 
But upon what does its chief beauty depe;id 1 
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lence, sensibility, or other amiable dispositions. How it 
comes to pass that a certain conformation of features, is 
connected in our idea with certain moral qualities, belongs 
not to us now to inquire ; but the fact is certain, that what 
^ves the human countenance its most distinguishing beauty, 
is what is called its expression ; or an imap^e, which it is 
conceived to show of internal moral dispositions. ^>n "^ 

It may abo be observed, that there are certain qualities of 
the mina, which, whether expressed in the countenance, or 
by words, or by actions, always raise in us a feeling similar 
to that of beauty. There are two great classes of moral 
qualities ; one is of the high and the grave virtues, which 
require extraordinary efforts, and turn upon dangers and 
sufierings ; as heroism, magnanimity, contempt of pleasures, 
and contempt of death. These excite, in the spectator, au 
emotion of sublimity and grandeur. The other class is 
chiefly of the social virtues, and such as are of a sofler and 
gentler kind; as compassion, mildness, friendship, and 
generosity. These excite, in the beholder, a sensation of 
pleasure, so nearly allied to that excited by beautiful exter- 
nal objects, that, though of a more dignified nature, it may, 
without impropriety, be classed under the same head. 

Having mentioned so many different species of beauty, it 
now only remains to take notiee of beauty as it is applied to 
writing or discourse. In its proper and appropriate"^ sense, 
beauty of writing characterizes a particular manner, and 
aignines a certain grace and amenity in the turn either of^ 
style or sentiment, for which some authors have been pecu-" 
liarly distinguished. In this sense, it denotes a manner 
neither remarkably sublime, nor vehemently passionate, nor 
tincommonly sparkling ; but such as raises in the reader 
an emotion of the gentle, plasid kind, similar to that which 
is raised by the contemplation of beautiful objects in nature ; 
which neither lifls the mind very high, nor agitates it very 
much, but difiuses over the imagination an agreeable and 
pleasing serenity. Mr. Addison is a writer altogether of 
this character ; and is one of the most proper examples that 

What belongs not to us now to inq^jure; but what is certain 1 Of 
certain qualities of the niind,> what may also be observed 1 What are the 
two great classes of moral qualities ; and what emotion do they respectively 
excite 1 Having mentioned so many species of beauty, what only remains 
to be noticed 1 In its proper and appropriate sense, what does beauty of 
writing i^gmfy ; and in this sense whatt manner does it denote 1 Who are 
wiiteiB orthis cJiarainter i and^rhat is iemarkc4 of theml 
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can be given of it. Fenelon, the author of the Adventures 
of Telemachus, may be given as another example. Virgilt 
too, though very capable of rising on occasions into tht 
sublime, yet, in his general manner, is distinguished by the 
character of beauty and grace, rather than of sublimity* 
Among orators, Cicero has more of the beautiful than D!b* 
mosthenes, whose genius led him wholly towards vehemence 
and strength. 

Thus much it is necessary to have said upon the subject 
of beauty ; since, next to sublimity, it is the most copious 
source oi the pleasures of taste. But it is not by appearing 
under the forms of the sublime or beautiful only, that objects 
delight the imagination. They likewise derive their power 
of giving it pleasure from several other principles. 

Novelty, for instance, has been mentioned by Mr. Addi<- 
son, and by every other writer on this subject. An object 
which has no merit to recommend it, except its bein? un« 
common or new, by means of this quality alone, produces 
in the mind a vivid and an agreeable emotion. Hence, that 
passion of curiosity which prevails so generally among 
mankind. Objects and ideas which have been long fitmiliar, 
make too faint an impression to give an agreeable exercise 
to our faculties. New and strange objects rouse the mind 
from its dormant state, by giving it a sudden and pleasing 
impulse. Hence, in a great measure, the entertainment 
afiorded us by fiction and romance. The emotion raised by 
novelty is of a more lively and pungent nature, than that 
produced by beauty ; but much shorter in its continuance. 
For, if the object iias in itself no charms to hold our atten- 
tion, the shining gloss thrown upon it by novelty soon wears 
off. 

Besides novelty, imitation is another source of pleasure 
to taste. This gives rise to what Mr. Addison terms, the 
secondary pleasures of imagination ; which form, doubtless, 
a very extensive class. Foi all imitation conveys some 
pleasure to the mind ; not only the imitation of beautiful or 

^^^.^1 ■ — ■ ■ ■ I 1 I ■ I ■will ■ —I. ,^ I ■! I— I I ■ ^ ■ ■ »■ I ■■* ^ ■■ — ^^^^^^^— .M^^^— ^^^i^^^^— ■— ^^^"^^ 

Why is it necessary to have said thus much upon beauty ; but what ibl- 
lowsl What has been mentioned by Mr. Addison, as a&rding pleasura 
to the imagination 7 An object of what sort will produce an agreeaUe 
emotion in the mind ; and hence what passion prevails 1 Of objects and 
ideas that have been long familiar, what is remarked ; what efiect do new 
and strange objects produce ; and hence what foUows 1 Of the emotion 
raised by novelfy, what is observed ; and why 1 Besides novelty, what is 
another source of pleasure to taste 1 This gi^es rise to what ; and why 
do they form a very extensive class. 
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sublime objects, by recalling the original ideas of beauty or 
grandeur which such objects themselves exhibit ; but even 
objects which have neither beauty nor grandeur ; nay, some 
which are terrible or deformed, please us in a secondary, 
or represented view. 

The pleasures of melody and harmony belong also to 
taste. There is no agreeable sensation we receive either 
from beauty or sublimity, but what is capable of being 
heightened by the power of musical sound. Hence the 
charm of poetical numbers, and even the more concealed and 
looser measure of prose. Wit, humor, and ridicule, like- 
wise open a variety of pleasures to taste, quite distinct from 
any that has yet been considered. 

At present it is not necessary to pursue the subject of the 
pleasures of taste any farther. We have opened some of the 
general principles ; it is time now to apply them to our chief 
subject. If the question be asked, to what class of those 
pleasures of taste which have been enumerated, that pleasure 
IS to be referred which we receive from poetry, eloquence* 
or fine writing ; the answer is, not to any one, but to them 
all. This singular advantage writing and discourse pes* 
sess, t^at they encompass so large and fruitful a field on 
all sides, and have power to exhibit in great perfection, not a 
single set of objects only, but almost the whole of those which 
give pleasure to taste and imagination ; whether that plea- 
sure arise from sublimity, from beauty in its various forms, 
from moral sentiments, from novelty, from harmony, or from 
wit, humor, and ridicule. To whichsoever of these the 
peculiar bent of the person's taste lies, from some writer or 
other, he has it always in his power to receive the gratifi- 
cation of it. 

It has been usual among critical writers, to treat of dis- 
course as the chief of all the imitative arts. They compare 
it with painting and with sculpture, and, in many respects, 

prefer it justly to them. But it must be observed, that 

■— II *■ , I 1 1 • I. . I. ., .1 . . 

How does it appear that the pleasures of melody and harmony belong 
aim to ta»te ; and hence i?vhat follows 1 Of wit, humor, and ridicule, 
what is remarked 1 As we have now opened some of the principles of the 
pleasures of taste, what is it time to do 7 If the question h^ asked to what 
dafls of those pleasures of taste which we have been enumerating is to. be 
referred, the pleasure which we receive from poetry, &c., what answer is to 
be given 1 What .nngular advantage do writing and discourse possess % 
How has it been usu^ among critical writers to treat of discourse ; and 
to what do they compoiB it 1< But whai must be c^mrt^ and how is HbJM 
^«ttttftrted1 ' 
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imitation and description difier considerably in their nature 
from each other. Words have no natural resemblance to 
the ideas or objects which they are employed to signify ; 
but a statue or a picture has a natural likeness to th^ original* 
Hence, to describe a thing is to tell what it is ; but to imitate 
it, is to show what it is. 

As &r, however, as the poet introduces into his work per- 
sons really speaking, and by the words which he puts mto 
their mouths, represents the conversation which they might 
be supposed to hold ; so fan his art may more accurately be 
called imitative ; and this is the case in all dramatic com- 
positions. But in narrative or descriptive works, it can, with 
no propriety, be called so. Who, for instance, would call 
Virgil's description of a tempest, in the first ^niad, an 
imitation of a storm I Should we hear of the imitation of a 
battle, we would naturally think of some mock fight, or 
representation of a battle on the stage, but would never appre- 
hend that it meant one of Homer's descriptions in the Ibad. 
It must be admitted, at the same time, that imitation and 
description agree in their principal effect, of recalling, by 
external signs, the ideas of things which we do not see. 
But though in this they coincide, yet it should not be for- 
gotten, that the terms themselves are not synonymous — that 
they impart different means for effecting the same end ; and, 
of course, make different impressions on the mind. 

Hence, what is the difference between describing a thing, and telling 
what it is ? How far may the poet's art be said to be imitative ; and in 
what compositions is this the case 1 How is the remark illustrated, that it 
is not so in descriptive works ; but what must, at the same time, be 
admitted 1 Bat though in this they coincide, yet what should not bo 
fi>rgotten1 
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LECTURE VI. 

RISE AND PROGRESS OF LANGUAGE. 

Lanouaoe, which is the foundation of all eloquence^ 
signifies, in general, the expression of our ideas by certain 
articulate sounds, which are used as the signs of those ideas. 
The connection between words and ideas may, in general, 
be considered as arbitrary and conventional, owing to the 
agreement of men among themselves ; the clear proof of 
which is, that different nations have different lang«ages, or 
a different set of articulate sounds, which they have chosen 
for communicating their ideas. 

This artificial method of communicating thought, we now 
behold carried to the highest perfection. Language is. be- 
come a vehicle by which the most delicate and refined 
emotions of one mind can be transmitted, or transfused into 
another. Not only are names given to all objects around us, 
by which means an easy and speedy intercourse is carried on 
forproviding the necessaries of life, but all the relations and 
difierences among these objects are minutely marked, the 
invisible sentiments of the mind are described, the most 
abstract notions and conceptions are rendered intelligible; 
and all the ideas which science can discover, or imagination 
create, are known by their proper names. Nay, language 
has been carried so islt as to be made an instrument of the 
most refined luxury. Not resting in mere perspicuity, we 
require ornament also ; not satisfied with having the con- 
ceptions of others made known to us, we make a farther 
demand, to have them so decked and adorned as to entertain 
our fancy ; and this demand it is found very possible to 
gratify. 

But in order to form an adequate idea of the origin of Ian- 
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What does language signify 1 Why may the connection between words 
and ideas be considered arbitrary and conventional; and of this, what is a 
clear proof? In what state do we now behold this artificial method of 
communication ; and what is language become 1 How is this remark illus- 
trated 1 How does it appear that language has been carried so far as to 
be made an instrument of the most refined fuxury ? But in order to fbrm . 
an adequate idea of the origin of language, what is necessary ; and at 
that time, in what condition were mankina ? 
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guage, it is necessary to contemplate the circumstances of 
mankind in their earUest and rudest state. They were then 
a wandering, scattered race ; no society among them except 
&inilies ; and llie family society, too, very imperfect, as their 
method of living by hunting and pasturage must have sepa- 
rated them frequently from one another. In this situation, 
when so much divided, and their intercourse 90 rare, how 
could any one set of sounds, or words, be generally agreed 
on as the signs of their ideaa ? Supposing that a few, whom 
chance or necessity threw together, agreed, by some means* 
upon certain signs ; yet by^ what authority could these be 
propagated among other tribes, or families, so as to spread 
and grow up into a language ? One would think, that in 
order for any language to fix and extend itself, men must 
have been previously gathered together in considerable 
numbers ; isociety must have been already far advanced ; 
and yet, on the other hand, there seems to have been an 
absolute necessity for speech, previous to the formation of 
society. For by what bond could any multitude of men be 
kept together, or be made to join in the prosecution of any 
common interest, until, by the assistance of speech, they 
could communicate their wants and intentions to one another! 
So that, either how society could subsist previous to lan- 
guage, or how words coula rise into a language, previous 
to the formation of society, seem to be points attended with 
equal dij£culty • And when we consider farther, that curious 
analogy which prevails in the construction of almost all 
languages, and that deep and subtle logic on which they are 
founded, difficulties increase so much upon us, on all hands* 
that there seems to be no small reason for referring the origin 
of all languages to divine teaching, or inspiration. But sup* 
posing lajQguage to have had a divine origin, we cannot* 
nowever, suppose, that a perfect system of it was at once 
given to man. It is much more natural to think, that God 
taught our first parents such language only, as suited their 
present occasions ; leaving them, as he did in other things, 
to. enlarge and improve it as their fiiture necessities should 



. In this situation, what would be impossible; and what suppositiim foif 
lows 1 In Older for any language to fix and extend itself, what must have 
been done ; and yet, on the other hand, what is remarked ; and why 1 
What points, consequently, seem to be attended with equal difficulty % 
What larther consideration induces us to refer the oriffin of all langua^|e# 
to divine inspiration'} But, allowing that language had a divine ongu, 
what can we not suppose { and what is much more naiund 1 
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require. Consequently, those first rudiments of speech 
must have heen poor and narrow ; and we are at full liberty 
to inquire in wnat manner, and by what steps, language 
advanced to the state in which we now find*^ 

If we should suppose a period before any words were 
invented or known, it is clear that meii cbuld have no other 
method of communicating, to others,' what they felt, than by 
the cries of passion, accompanied with such motions and 
gestures as were farther expressivj^* of passion. These, 
indeed, are the only signs which nature teaches all men, 
and which are understood by all. One who saw another 
going into some place where he himself had been frightened, 
or exposed to danger, and who sought to warn his neighbor 
of the danger, could contrive no other method of doing so, 
than by uttering those cries, and making those gestures, 
which are the signs of fear : just as two men, at this day, 
would endeavor to make themselves be understood by each 
other, who should be thrown together on a desolate island, 
ignorant of each other's language. Those exclamations, 
therefore, called by grammarians, interjections, uttered in a 
strong and passionate manner, were, beyond doubt, the first 
elements or beginnings of speech. 

. When more enlarged communications became necessary, 
and names began to t>e assigned to objects, in what manner 
can we suppose men to have proceeded in this application of 
names, or invention of words ? Doubtless, by imitating, as 
much as they could, the nature of the object which they 
named, by the sound of the name which they gave to it. As 
a painter, who would represent grass, must employ green 
color ; so in' the infancy of language, one giving a name t j 
any thing harsh or boisterous, would, of course, employ a 
harsh or boisterous sound. He couM not do otherwise, if 
he meant to excite in the hearer the idea of that thing which 
he sought to name. To suppose words invented, or names 
given to things, in a manner purely arbitrary, is to suppose 



What mast, conflequently, have been the state of those first rodimeiitt 
of speech; and wGkt follows 1 If we suppose a period before words 
were invented, what method only, would men have for communicating 
what they felt to others ; and why 1 How is this remtak illustrated 1 
What instance is given ; and what, consequently, were the first elements 
of speech 1 When more enlarged conmiunications became accessary, in 
what manner did men proceed in their application of names ; and how is 
tjliis illustrated 1 Under what circumstances could he not do otherwise T 
Whatwouldbetosupposeaivefibctwithoatacause; andforwhatmwml f 
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an efiect without a cause. There must have always been 
some motiTe that led to. the assigning of one name rather 
than another ; and we can conceive no motive which would 
more generally operate upon men in their first %flrorts towards 
language, than a desire to paint by speech, the objects which 
they named, in a manner more or less complete, according 
as it was in the power of the human voice to effect this 
imitation. 

Wherever objects were to be named, in which sound, 
noise, or motion, were concerned, the imitation by words 
was abundantly obvious. Nothing was more natural, than 
to imitate, by the sound of the voice, the quality of the sound 
or noise which any external object made ; and to form its 
name accordingly. Thus, in all languages, we find a mul- 
titude of words that are evidently constructed upon this prin- 
ciple. A certain bird is termed the cuckoo, from the sound 
which it emits. When one sort of wind is said to whistle^ 
and another to roar ; when a serpent is said to hiss^ afiy to 
huz^ and falling timber to crash ; when a stream is said to 
fioWy and hail to rattle ; the resemblance between the word 
and the thing signified, is plainly discernable. But in the 
names of objects which address the sight only, where neither 
noise nor motion is concerned, and still more in the terms 
appropriated to moral ideas, this analogy appears to fail. 
Yet many learned men have been of opinion, that though in 
such cases it becomes more obscure, it is not altogether lost ; 
but that throughout the radical words of all languages, there 
may be traced some correspondence with the object signified. 
With regard to moral and intellectual ideas, they remark, 
that in every language, the terms significant of them, are 
derived from the names of sensible objects to which they 
are conceived to be analogous ; and with regard to sensible 
objects pertaining merely to sight, they remark, that their 
most distinguishing qualities have certain radical sounds 
appropriated to the expression of them, in a great variety 
01 languages. 

This principle, however, of a natural relation between 
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Where was the imitation by words abundantly obvious ; and thus, in all 
languages, what do we find 7 What instances are mentioned, illustrative 
of mis remark 1 But where does this analogy appear to fail ; yet many 
learned men have been of what opinion 1 With regard to moral and 
inUellectual ideas, and with regard to sensible objects -]^rtaining merely to 
sight, what do they remark % When only can this pnnciple be applied toi 
« language 1 
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words and objects, can only be applied to language in its 
most simple and primitiye state. Though in every tongue 
some remains of it can be traced, it were utterly rain to 
search for it throughout the whole construction of any modem 
language. As the multitude of terms increase in every 
nation, and the immense field of language is filled up, 
words, by a thousand fanciful and irregular methods of de- 
rivation and composition, deviate widely from the primitive 
character of their roots, and lose all resemblance in sound 
to the thing signified* This is the present state of language. 
Words, as we now employ them, taken in the general, may 
be considered as symbols, not as imitations ; as arbitrary or 
instituted, not natural signs of ideas. But there can be no 
doubt, tluit language, the nearer we remount to its rise 
among men, will be found to partake more of a natural 
expression. 

A second character of language, in its early state, is 
drawn from the manner in which words were at first pro- 
nounced. Interjections, it has been shown, or passionate 
exclamations, were the first elements of speech. Men 
labored to communicate their feelings to one another, by 
those expressive cries and gestures which nature taught 
them. After Words, or names of objects, began to be intro- 
duced, this mode of speaking by natural signs, could not be 
all at once disused. For language, in its infancy must have 
been extremely barren ; and there doubtless was a period 
among all rude nations, when conversation was carriedfon by 
a very few words, intermixed with many exclamations and 
earnest gestures. The small stock of words which men as 
yet possessed, rendered these helps absolutely necessary 
for explaining their conceptions ; and rude uncultivated men, 
not having always at hand even the few words which they 
knew, would naturally labor to make themselves understooo, 
by varymg their tones of voice, and accompanying their 
tones with the most significant gesticulations they could 
make. 



Though in every V>ngue some remains of it can be traced, 3ret what weie 
utterly vain ; and why 1 As this is the present state of language, how 
may words, as we now employ them, be considered ; but of what can there 
be no doubt 1 Whence is a second character of language, in its early 
state, drawn 1 What were the first elements of speech ; and why were 
they 1 After words began to be introduced, why could not this mode of 
•peaking be, at once, &used1 What rendered these helps absolutelj 
neoeiBary; and what fi>Uo«r&t 
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To this manner of speakings, necessity first rave rise. 
But we must observe, that after this necessity had, in a 
great measure, ceased, by language becoming, m process of 
time, more extensive and copious, the ancient manner of 
speech still subsisted among many nations ; and what had 
arisen from necessity, continued to be used for ornament. 
In the Greek and Roman languages, a musical and gesticu- 
lating pronunciation was retained in a very high degree. 
Without having attended to this, we shall oe at a loss to 
understand several passages of the classics, which relate to 
the public speaking and theatrical entertainments of the 
ancients. Our modern pronunciation would have appeared 
to them a lifeless monotony. The declamation of their 
orators, and the pronunciation of their actors upon the stage, 
approached to the nature of recitative in music ; was capable 
of being marked in notes, and supported with instruments; 
as several learned men have fully proved. 

The case was parallel with regard to gesture ; for strong 
tones and animated gestures, we may observe, always go 
together. Action is treated of by all the ancient critics, as 
the chief quality in every public speaker. The action both, 
of the orators and players in Greece and Rome, was far 
more vehement than what we are accustomed to now. To 
us, Roscius would have seemed a madman. Gesture was 
of such consequence upon the ancient stage, that on some 
occasions, the speaking and the acting part were divided ; 
which, according to our ideas, would form a strange exhi- 
bition : one player spoke the words in the proper tones, 
while another performed the corresponding motions and 
gestures. We learn from Cicero, that it was a contest 
between him and Roscius, whether he could express a sen- 
timent in a greater variety of phrases, or Roscius in a 
greater variety of intelligible significant gestures. At last, 
gesture engrossed the stage wholly ; for, under the reigns of 

To thif manner of speaking what gave rise ; yet what must he ohserved 1 ' 
Of it in the Greek and Roman tangaa^es what is remarked; and without 
having attended to this, to understand what shall we he at a loss? How 
would our modern {^onunciation have appeared to them ; and of the 
declamation of their orators, and the pronunciation of their actore, what 
is ohserved 1 Why was the case parallel with regard to gesture ; and how 
is action treated of hy all the ancient critics 1 Of the action of the players 
md orators of Greece and Rome, what is remarked ; and how would 
Roscius have seemed to us 1 From the importance of gesture upon the 
ancient stage, what practice prevailed ; and hoW was it conducted 1 On 
tlus sabjeet. what do we learn firom Cioero ? 
•'^ 5 
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Aomstns and Tiberias, the favorite entertainment of the 
public was the pantomime, which was carried on entirely by 
mute gesticulation. The people were moved, and wept at 
it as much as at tragedies ; and the passion for it became 
so strong, that laws were made, for restraining the senators 
from studying the pantomime art. Now, though in decla- 
mations and theatrical exhibitions, both tone and gesture 
were, doubtless, carried much &rther than in common dis- 
course ; yet public speaking of any kind, must, in every 
country, bear some proportion to the manner which is used 
in conversation; and such public entertainments as have 
now been mentioned, could never have been relished by a 
nation, whose tones and gestures, in discourse, were as 
languid as ours. 

We are apt, upon a superficial view, to imagine, that those 
modes of expression which are called figures of speech, are 
among the chief refinements of speech, not invented till after 
language had advanced to its later periods, and mankind 
were brought into a polished state; and that, then, they 
were devised by orators and rhetoricians : but the truth is 
directly the contrary. Mankind never employed so many 
figures of speech, as when they had hardly any words for 
expressing their meaning. 

For, first, the want of proper names for every object, obliged 
them to use one name for many ; and, of course, to express 
themselves by comparisons, metaphors, allusions, and all 
those substituted forms of speech which render language 
figurative. Next, as the objects with which they were most 
conversant, were the sensible material objects^round them, 
names would be given to those objects long before words 
were invented for signifying the dispositions of the mind, or 
any sort of moral'and intellectual ideas. Hence, the early 
language of men being entirely made up of words descrip- 
tive of sensible objects, it necessarily became extremely 
metaphorical. For, to signify any desire or passion, or any 
act or feeling of the mind, they nad no precise expression 



At last, to what extent did it engross the stage; iT(xm what does this 
appear ; and how were the people affected by it 7 What remark follows, 
vet, to what must public speaking, in every country, bear some resenn 
blance; and by whom could not such public entertainments, as have now 
been mentioned, be relished 1 Of those modes of expression called figures 
of speech, what are we apt to imagine ; but how does it apnear that the 
truth is directly the contrary 1 What are the two reasons for this 1 Hence, 
of the early languages of men what is observed ; and why was this the case 1 
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which was appropriated to that purpose, bat vfete under the 
necessity of painting the passion or emotion which they feh, 
hy allusion to those sensible objects which had most relation 
to it, and which could render it, in some degnet visible to 
others. 

But it was not necessity alone that gave rise to this figured 
style. In the in&ncy of all societies, men are much under 
the dominion of imagination and passion. They live scat- 
tered and dispersed; they are unacquainted with the course 
of things ; they are every day meeting with new and strange 
objects. Fear and surprise, wonder and astonishment, are 
their most frequent passions. Their language will neces- 
sarily be affected by this character of their minds. They 
will be disposed to paint every thing in the strongest and 
most glowing colors. Even the manner in which the first 
tribes of men uttered their words, would have considerable 
influence on their style. Wherever strong exclamations, 
tones, and gestures, are connected with conversation, the 
imagination is always more exercised ; a greater efibrt of 
&ncy and passion is excited. Consequently, the &ncy, kept 
awake, and rendered more sprightly by this mode oi utter- 
ance, operates upon style, and renders it more lively. 

These rcasomngs are confirmed by undoubted &cts. The 
style of all the most early languages, among nations who 
are in the first and rude periods of society, is found, without 
exception, to be full of figures — hyperbolical and picturesque 
in a high degree. We have a striking instance of this in 
the American language^, which are known, by the most 
authentic accounts, to be figurative to excess. Another 
remarkable instance, is the style of the Old Testament, 
which is carried on by constant allusions to sensible objects. 

But as language, in its progress, began to grow more 
copious, it gradually lost that figurative style, which was its 
original character. The vehement manner of speaking by 
tones and gestures, became less universal. In place of poets, 
philosophers became the instructers of men ; and in their 
reasonings on all subjects, introduced that plain and simple 
style of composition, which we now call prose. The ancient 

How does it appeal that it was not necessity alone that gave rise to this 
iigared style 1 Why would the manner in which men pronounced their 
words, have considerable influence upon their style 1 How do these 
reasonings appear to be confirmed by hcta ; and where have we instances of 
thisi ^aslangua^e, in its progress, began to grow xnoie copious, what 
CQDseqwnoes foUc^ed 1 
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metaphorical and poetical dress of language, was now laid 
aside from tte intercourse of men, and reserved for those 
occasions only, on which ornament .was professedly studied. 
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LECTURE VII. 

RISE AND PROGRESS OP LANGUAGE, AND 

OF WRITING. 

When we attend to the order in which words are arranged 
in a sentence, we find a very remarkable difference between 
the ancient and modem tongues. The consideration of this 
will serve to unfold fitrther the genius of language, and to 
show the causes of those alterations which it has undergone 
in the progress of society. 

In order to conceive, distinctly, the nature of this alter- 
ation, we must go back, as before, to the earliest period of 
language. Let us figure to ourselves a savage, who beholds 
some object, such as fruit, which raises his desire, and who 
requests another to give it to him. Supposing him to be 
unacquainted with words, he would, in that case, labor to 
make himself be understood, by pointing earnestly at the 
object which he desired, and uttering, at the same time, a 
passionate cry. Supposincf him to have acquired words, the 
first word which he uttered would, of course, be the name of 
that object. . He would not express himself according to our 
English order of construction, " give me fruit ;" but accord- 
ing to the Latin order, •• fruit give me ;" for this plain 
reason, that his attention was wholly directed towards nruit, 
the desired object. This was the exciting idea ; the object 
which moved him to speak ; and, of course, would be the 
first named. Such an arrangement is precisely putting into 
words the gesture which nature taught the savage to make, 
before he was acquainted with words ; and, therefore, it may 
be depended upon as certain, that he would fall most readily 
into this arrangement. Hence, we might conclude, a priorif 
that this would be the order in which words were most com- 
monly arranged at the beginnings of language ; and, accord- 



When we attend to the order in which words are arran|ed in a sentence, 
what do we perceive ; ar/d what will the oonaderation of this, do 1 How 
shall we conceive distinctfy the nature of this alteration ; and what must 
we fiffore to ooiselves 1 If unacquainted with words, how would he labor 
to miuce himself understood 1 Suppose him to have acquired words, what 
course would he pursue ; and why 1 Of such an arrangement, what is 
remarked ; and, toerefiMe, what follows 1 Hence, what mi^t we conclude ; 
and ia what tongues were words arranged in this order? 
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ingly, we find, in fact, that in this order, words are arranged 
in most of the ancient tongues ; as in the Greek and Latin ; 
and it is said, also, in the Russian, the Sclavonic, the Gaelic, 
and several of. the American tongues. 

All the modern languages of Europe have adopted a 
different arrangement from the ancient. In their prose com- 
positions, very little variety is admitted in the collocation of 
words ; they are chiefly fixed to one order, which may be 
called the order of the understanding. They place first m 
the sentence, the person, or thing, which speaks or acts ; 
next, its action ; and lastly, the object of its action. So that 
the ideas are made to succeed to one another, not according* 
to the degree of importance which the several objects carry 
in the imagination, but according to the order of nature and 
of time. 

An English writer, paying a compliment to a great man, 
would say thus : *' It is impossible for me to pass over in 
silence such remarkable mildness, such singular and un- 
heard of clemency, and such unusual moderation in the 
exercise of supreme power." Here we have first presented 
to us, the person who speaks ; next, what that person is to 
do, " impossible for him to pass over in silence ;" and, 
lastly, the object which moves him so to do, '* the mildness, 
clemency, and moderation of his patron." Cicero, from 
whom these words are translated, just reverses this order ; 
beginning with the object, placing that first which was the 
exciting idea in the speaker*s mind, and ending with the 
speaker and his action. ** Tantam mansuetudinem, tarn 
inusitatem inauditamque clementiam, tantumque in summa 
potestate rerum omnium modum, tacitus nullo modo prsste- 
rire possum." Here, it must be observed, that the Latin or- 
der is more animated ; the English moro^ clear and distinct. 

In poetry, where we are supposed to rise above the 
ordiQary.jBtyle, and to speak the language of &ncy and pas- 
sion, our arrangement is not altogether so limited; but 
greater liberty is allowed for transposition and inversion. 
Even there, however, that liberty is confined within narrow 

Qf the coone punned by all the modem lan^ages of Europe, in their 
WlH^ compositions, what is observed ; and what is this order called 1 How 
do they procieed ; so that what follows 1 An English writer, paying a com- 
pliment to a great man, would say what ; and here, what have we presented 
to us 1 What order does Cicero pursU^ ; and here what must be observed 1 
Where is greater liberty allowed for transpositioii and invecsioni but 
thfiTB, of that HbeKiy, what is observed ) 
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boonds) in comparison of the ancient languages. In this 
respect, the different modern tongues vary from each other. 
The Italian retains the most of the ancient transpositiye 
character ; the English, the next ; and the French, the least 
of all. 

It is proper, however, to observe, that there is one circum- 
stance in the structure of all the modern tongues, which, of 
necessity, limits, their arrangement, in a great measure, to 
one fixed and determined train. We have disused those 
difierepces of termination, which, in the Greek and Latin, 
distinguished the several cases of nouns and tenses of verbs ; 
and which, thereby, pointed out the mutual relation of the 
several words in a sentence to one another, though the 
related words were disjoined, and placed in different parts 
of the sentence. One obvious effect of this is, that we nave 
now, for the most part, no way left us to show the close 
relation of any two words to each other in meaning, but by 
placing them close to one another in the period. It was by 
means of the contrivance of varying the termination of 
nouns and verbs, and thereby pointing out the concordance 
and the government of the words in a sentence, that the 
ancients enjoyed so much liberty of transposition, and could 
marshal and arrange their words in any way that gratified 
the iiiiagination, or pleased the ear. But when language 
came to be modelled by the northern nations, who overran 
the empire, they dropped the cases of nouns, and the different 
terminations of verbs, with the more ease, because they 
placed no great value upon the advantages arising ftom such 
a structure of language. They were attentive only to clear- 
ness, and copiousness of expression. 

Having finished the account of the progress of speech* 
the account of the progress of writing next demanas our 
notice. 

Writing is evidently an improvement upon speech, and 
therefore must have been posterior to it in the order of time. 

JEUnw do different modem lanffuages yary in this respect 1 What cir- 
enmsfcance, however, must we observe, necessarily limits the atradure of 
aR the modern tonsuM, to one fixed and determined train; and what is 
one ohvious effect of this 1 What advantage did the ancients derive from 
varying the terminations of nouns and verbs 1 But when, and why, were 
these cases of noans and terminations of verbs dropped ; and to what only, 
wen they attentive 1 Having finished the account of the projgress of 
speech, what next demands our attention '} Upon what is writing evjf 
oently an impfOTemfint; and, thesefine, what feUowsl 
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At first, men thought of nothing more than communicating' 
their thoughts to one an other, when present, by means of 
words, or sounds which they uttered. Afterwards they 
devised this farther method of mutual communication with 
each other, when absent, by means of characters presented 
to the eye, which we call writing. 

Written characters are of two sorts. They are either 
signs for things, or signs for words. Of the former sort, 
signs of things, are the pictures, hieroglyphics, and symbols, 
employed by the ancient nations ; of the latter sort, signs for 
words, are the alphabetical characters now employed by all 
Europeans. 

Pictures were, doubtless, the first attempt towards writing. 
Imitation is so natural to man, that, in all ages, and among 
all nations, some methods have obtained, of copying or 
tracing the likeness of sensible objects. Those methods 
would soon be employed by men for giving some imperfect 
information to others, at a distance, of what had happened ; 
or for preserving the memory of facts which they sought to 
record. Thus, to signify that one man had killed another, 
they drew the figure of one man stretched upon the earth, 
and of another standing by him with a deadly weapon in his 
hand. We find, in~ fact, that when America was first dis- 
covered, this was the only sort of writing known in the 
kingdom of Mexico.* It was, however, a very imperfect 
method of recording &LCts ; since, by pictures, external 
events only could be delineated. 

To supply, in some degree, this defect, there arose, in 
process of time, the invention of hieroglyphical characters* 
which may be considered as the second stage of the art of 
writing. Hieroglyphics consist in certain s3rmbols, which 
are made to represent visible objects, on account of an 



• * Dr. Robertson, speaking of Mexican figures, says, " They lepresenl 
thingSf not words. They exhibit images to the eye, not ideas to the on* 
denrtanding." Hist of America, Book 7, p. 160.— Albany ed., 1822. 

■ ■-.^■<— I I I II I III .11 I II .1 »■ III 

A| fint, of what only did men think; and what did they afterwardB 
devise 1 Written characters are of what two sorts ; and what are ex- 
amples of each 1 What were the first attempts towards writing ; and 
why was this the easel Thus, how would they signify that one man had 
killed another 1 Where do we find this to have been the only sort of writing 
known ; and what is observed of it 1 In process of time, what invention 
arose to supply, in some degree, this defect, and how may it be considered 1 
in what do hierogiyj^iics consist; and what examines are given 1 
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analogy, or resemblance, which such symbols were supposed 
to bear to the objects themselves. Thus, an eye, was the 
hieroglyphical symbol of knowledge ; a circle, which has 
neither beginning nor end, of eternity. Hieroglyphics^ 
therefore, were a more refined and extensive species of 
painting. Pictures delineated the resemblance of external 
visible objects ; hieroglyphics painted invisible objects, by 
analogies taken from the external world. 

Among the Mexicans, were found some traces of hiero- 
glyphical characters, intermixed with their historical pic- 
tures. But Egypt was the country where this sort of writing 
was most studied, and brought into a regular art. In these 
characters all the boasted wisdom of their priests was con- 
veyed. According to the properties which they ascribe to 
animals, or the qualities with which they suppose natural 
objects to be endowed, they pitched upon them to be the em- 
blems of moral objects ; and employed them in their writings 
for that end. Thus, ingratitude was denominated by a 
viper ; imprudence, by a fly ; wisdom, by an ant ; victory, 
by a hawk ; and a dutiful child, by a stork. But, as many 
of those properties of objects which they assumed for the 
foundation of their hieroglyphics, were merely imaginary, 
and the allusions drawn from them forced and ambiguous, 
this sort of writing was extremely enigmatical, and confused 
in the highest degree ; and must have been a very imperfect 
vehicle of knowledge of any kind^ 

From hieroglyphics mankind gradually advanced to sim- 
ple arbitrary marks, which stood for objects, though without 
any resemblance or anadogy to the object signified. Of this 
nature was the method of writing practised among the Peru- 
vians. They used small cords of difierent colors ; and by 
knots upon these, of difierent sizes, and variously arrangeo, 
they contrived signs for giving information, and communi- 
catmg their thoughts to one another. The Chinese, to this 
day, use written characters of this nature. They have no 

How do hinoglyphics and pictures ocnnpaie with each othor '^ Wheio 
do we find aome traces of hieroglyphical chaiacten; and where were they 
hconi^ht to a r^^ar art 1 In these characters, all of whose knowled^was 
conveyed ; anowhat course did they pursue 1 What illustrative exam- 
oles are given 1 But why was this sort of writing enigmatical and taor 
rased ; and what must it, consequently, h&ve heenl From hieroglyphics, 
to what did mankind gradually advance ; and what method of writmg wte 
of this nature 1 How is this remariL illustrated 1 Who^ to thisday, use 
written characters of this nature; and havingno alphabet of letters, what 
eooise do they pursue ? 
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alphabet of letters, or simple sounds, which compose their 
words ; bat every single character which they use in 
writing, h$ significant of an idea ; it is a mark which stands 
for some one thing or object. The number of these charac- 
ters must, consequently, be immense. It must correspond 
to the whole number of objects, or ideas, which they nave 
occasion to express ; that is, to the whole number of words 
which they employ in speech. They are said, indeed, to 
amount to seventy thousand. To become perfectly ac- 
quainted with them is the business of a whole life ; which 
subjects learning, among them, to infinite disadvantage ; and 
must have greatly retarded the progress of all science. 

It is evident that the Chinese characters, are, like hiero- 
glyphics, independent of language ; and are signs of things, 
and not of words. For we are told that the Japanese, the 
Tonquinese, and the Coroeans, who speak different lan- 
guages from each other, and from the inhabitants of China, 
use, however, the same written characters with them, and 
thus correspond intelligibly with one another in writing, 
though ignorant of the language spoken in their respective 
countries. Our arithmetical figures, 1, 2, 3, 4, ^.c. are an 
example of this sort of writing. They have no dependence 
on words ; each figure represents the number for which it 
stands ; and, consequently, on being presented to the eye, is 
equally understood by all the nations who have agreed in 
the use of these figures. 

The first step to remedy the imperfection, the ambiguity, 
and the tediousness of each of these methods of communi- 
cation which have been mentioned, was the invention of an 
alphabet of syllables ; which, probably, preceded the in- 
vention of an alphabet of letters, among some of the ancient 
nations ; and which is said to be retained to this day in 
Ethiopia, and some countries of India. By fixing upon a 
particiuar mark, or character, for every syllable in the lan- 

To what must the number of these characters, consequently, correspond f 
wad how man^ of them are they said to have 1 Of the difficulty of be- 
coming acquamt^ with them, what iis remarked ; to what does this subject 
leaming ; and what must have been the oonse^uenoe 'i What evidence 
have we that the Chinese characters are, like hierogljrpthics, independent 
ot iai^aoe 1 What example have we of this sort of writing ; of them what 
ie remarked, and what, consequently, Mows 1 What was the first step to 
vemedv ^e unperfection, &c., of each of these methods of communieationj 
what did it, probably precede ; and where is it said to be still retainedl 
How was the number of characters necessary to be used in wiiliBgy muoh 
leduced ; but, sUll, of them what is remaikfial 
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goa^e, the number of characters necessary to be used in 
writing, was reduced within a much smaller compass than 
the number of words in the language. Still, however, the 
number of characters was great ; and must have continued 
to render both reading and writing very laborious arts. Tilly 
at last, some happy genius arose, and tracing the sounds, 
made by the human voice, to their most simple elements, 
reduced them to a very few vowels and consonants ; and by 
affixing to each of these, the signs which we now call letters, 
taught men how, by their combinations, to put in writing all 
the difierent words, or combinations of sound, which they 
employed in speech. 

To whom we are indebted for this sublime and refined 
discovery, does not appear. Concealed by the darkness of 
remote antiquity, the great inventor is deprived of those 
honors which would still be paid to his memory, by all the 
lovers of knowledge and learning. It appears from the 
books which Moses has written, that among the Jews, and 
probably among the Egyptians, letters had been invented 
prior to his age. The universal tradition among the an- 
cients is, that they were first imported into Greece by Cad- 
mus the Phoenician ; who, according to Sir Isaac Newton's 
system of chronology, was cotemporary with king David. 
As the Phoenicians are not known to have been the inventors 
of any art or science, the most probable and natural account 
of the origin of alphabetical characters is, that they took their 
rise in Egypt, the first civilized kingdom of which we have 
any authentic accounts, and the great source of arts and 
polity among the ancients. In that country, the favorite 
study of hieroglyphical characters, had directed much atten- 
tion to tbe art of writing. Their hieroglyphics are known 
to have been intermixed with^abbreviated symbols, and arbi- 
trary marks ; whence, at last, they (Jaught the idea of con- 
triving marks, not for things merely, but for sounds. Accord- 
ijigly* Plato expressly attributes the invention of letters to 



At last, by some happy genius, what was efiected ; and in effecting this, 
what course did he pursue \ Of the inventor of this sublime and refioea 
discovery, what is remarked ; and what appears from the books of Moses t 
What is the universal tradition among the ancients; and with whom waa 
he cotemporary 1 As the Phcenicians are not known to have been the in- 
ventors of any art or science, what inference follows 1 What remarks 
fi>llow to justify this inference 7 To whom does Plato expressly attribute 
the inveutioa of them ; and who is he supposed to have been 1 
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Theuth^ the Egyptian, who is supposed to have been the 
Hermes, or Mercury, of the Greeks. 

The alphabet which Cadmus brought into Greece was 
imperfect, and is said to have contained only sixteen letters. 
The rest were afterwards added, according as signs for 
proper sounds were found to be wanting. It is curious to 
observe, that the letters which we use at this day, can be 
traced back to this very alphabet of Cadmus. The Roman 
alphabet, which obtains with us, is so plainly formed on 
the Greek, and the Greek characters have so remarkable a 
conformity with the Hebrew and the PhoBnician, as amounts 
to a demonstration, that they were all derived originally from 
the same source. 

The ancient order of writing was from the right hand to 
the left. This manner of writing obtained among the 
Assyrians, Phoenicians, Arabians, and Hebrews ; and, from 
some very old inscriptions, appears to have obtained, also, 
among the Greeks. Afterwarcls, the Greeks adopted a new 
method, writing their lines alternately from the right to the 
left, and from the left to the right. The inscription on the 
famous Sigaean monument is a specimen of this mode of 
writing, which continued down to the days of Solon, the 
celebrated legislator of Athens. At length, the motion from 
the left hand to the right being found more natural and con- 
venient, this order of writing was adopted throughout all the 
nations of Europe. 

Writing was, for a long time, a kind of engraving. 
Pillars, and tables of stone, were first employed for this pur- 
pose, and afterwards plates of the softer metals, such as 
lead. In proportion as writing became more common, lighter 
and more portable substances were employed. The leaves, 
and the bark of certain trees, were used in some countries : 
and in others, tablets of wood, covered with a thin coat of 
soft wax, on which the impression was made with a stylus of 
iron. Parchment, made of the hides of animals, was an 

How many letters did the alphabet of Cadmus contain ; and how were 
the rest added 1 What is it curious to observe ; and how is this remark 
illustrated 1 What was the ancient order of writing ; and among whom 
did it obtain 1 What method succeeded; what is a specimen of it, and 
how long did it continue ? At length, what order was adopted ; and why % 
Writing was, for a long time, what ; what were, at first, employed for this 
purpose ; and what, afterwards 1 As writing became more common, what 
followed ; and what illustrations are given 1 Of parchment, and of the 
invention of paper, what is observed? 
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inrention of later times. Paper, on which we at present 
write, was not invented till the fourteenth century. 

Having thus given some account of the two great arts, 
speech and writing, we shall close this subject with a few 
remarks on their comparative advantages. The advantages 
of writing over speech are, that it is a more extensive and 
more permanent method of communication. More extensive* 
as it is not confined within the narrow circle of those who 
hear us ; but, by means of written characters, we can send 
our thoughts to the most distant regions of the earth : and 
more permanent, as it gives us the means of recording our 
sentiments for futurity, and of perfecting the instructive 
memory of past transactions. But, though these are great 
advantages of written language, yet we must not forget to 
observe, that spoken language has a great superiority over 
written, in point of energy and force. The voice of the 
living speaker makes a much stronger impression on the 
mind than can be made by the perusal of any writing. The 
tones of the voice, the looks and gestures, which accompany 
discourse, render it, when well arranged, infinitely more 
clear, and more expressive, than the most accurate writing : 
for tones, looks, and gestures, are natural interpreters of the 
sentiments of the mind. Hence, though writing may answer 
the purposes of instruction, yet all the great and high efibrts 
of eloquence must be made by means of speech. 
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Having thus given some account of speech and writing, with what is 
this subject clom 1 What are the advantages of writing over speech ; 
and how is this illustrated 1 What advantages has speech over writing ; 
ind what illustration follows "i 
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LECTURE VIIL 

STRUCTURE OF LANGUAGE. 

Tbz strucluie of language ia extremely artificial ; and 
there are few sciences in which a deeper and more refined 
logic is employed, than in grammar. Superficial ihinkera 
are apt to slight it, from an impression that it belongs to 
those rudiments of knowledge, which were inculcated upon 
us in our earliest youth. But what was then inculcated 
before we could comprehend its principles, must abundantly 
tepay out study in maturer years ; and to the ignorance of it, 
must be attributed many of those fundamental defects which 
appear in writing. 

It is nol proposed, at present, to give any system, either 
of grammar in general, or of English grammar in particular. 
A minute discussion of the niceties of language would 
carry us too far from other objects, which demand our atten- 
tion in this work. But we propose to give a general view 
of the chief principles relating to this subject ; and then to 
make some more particular remarks on the genius of the 
English language. 

The essential parts of speech are the same in all lan- 
?nages. There must always be some words which denote 
Uie names of objects, or mark the subject of discourse ; other 
words, which denote the qualities of those objects, and ex- 
press what we afiirm concerning them ; and other words, 
which point out their connections, and relations. Hence, 
substantives, pronouns, adjectives, verbs, prepositions, and 
conjunctions, must necessarily be found in all languages. 
The common grammatical. division of speech into eight 
parts ; nouns, pronouns, verbs, participles, adverbs, prepo- 
sitions, interjections, and conjunctions, is not very logical, 
t be easily shown ; as it comprehends, under the 



jr particulflr grammar ; ' _ .. 

•ear thU Ihe easential porta of speech bj 
nd hence, what follows 1 What ie ' 
nhat is ubaervcd of il, siid why 1 
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geiieral term of nouns, both substantiyes and adjectives, 
which are parts of speech generically and essentially 
distinot ; while it makes a separate part of speech of par- 
ticipleS) which are no other than verbal adjectives. Yet, as 
these are the terms to which our ears have been most fiuni- 
liarizedf and, as an exact logical division is of no great con- 
sequence to our present purpose, it will be better to make use 
of these known terms theui any other. 

Substantive nouns are the foundation of all grammar, and 
may be considered as the most ancient part of speech. For 
when meii had got beyond simple interjections, or exclama* 
tions of passion, and had begun to communicate their 
ideas to each other, they would be obliged to assign names 
to the objects by which they were surrounded. And here, 
at the V^ommencement, something curious occurs. The 
individual objects which surround us are infinite in number. 
A savage, wherever he looked, beheld forests and trees. To 
give separate names to every one of those trees, would have 
been an endless and impracticable undertaking. His first 
olriect was to give a name to that particular tree, whose fruit 
relieved his hunger, or whose shade protected him from the 
sun. But observing, that though other trees were dis- 
tinguished from this by peculiar qualities of size or appear- 
ance, yet that they also resembled one another in certain 
common qualities, such as springing from a root, and bear- 
bkg branches and leaves, he formed in his mind some general 
idea of their common qualities, and ranging all that 
possessed them imder one class of objects, he called that 
whole class a tree. Longer experience taught him to sub- 
divide this genus into the several species of oak, pine, ash, 
^. according as his observation extended to the several 
qualities in which these trees agreed or differed. 

Still, however, only general terms of speech were adopted. 
For the oak, the pine, and the ash, were names of whole 
classes of objects ; each of which comprehended an immense 
number of undistinguished individuals. Thus, when the 
terms man, lion, pr tree, were employed in conversation, it 
could not be known which man, Hon, or tree, was meant, 

Why, then, will it be better to use these terms than any others 1 What 
■n the fomidations of all grammar , and why may they be considered the 
most ancient part of speech? Hence, at the commencement, what 
OQcura ; and how is this fully illustrated 1 What did longer experience 
teaeh faimi StiU, however, what only weie adopted; why^ and what 

flUmmicm fi>]k>w8l ^ 
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among the multitude comprehended under one name. Hence^ 
arose a very useful and curious contrivancoy for determining^ 
ihe indiviaual object intended, by means of that part of 
speech called the article. The force of the article consists 
in pointing or singling out from the common mass, the indi- 
vicmal of which we mean to speak. In English, we have 
two articles, a and the; a is more general; the^ more 
definite. A is much the same with one, and marks only any 
one individual of a species ; as, a lion, a king. The, which 
possesses more properly the force of the article, ascertains 
some known or determined individual of the species ; as, 
the lion, the king. The Greeks have but one article, which 
answers to our definite article the. They supply the place 
of our article a by tho absence of their article. The LJEttins 
have no article, but supply its place with \he pronouns, hie, 
ille, iste. This, however, seems to be a defect in their lan- 
guage, since articles, certainly, contribute much to accuracy 
and precision. 

To illustrate this remark, we may observe the different 
imports of the following expressions, depending wholly on 
the different emplo3rment of the articles : <* The son of a 
king — the son of the king — a son of the king's." Each of 
these three phrases has an entirely different meaning, which 
is too obvious to be misunderstood. But in Latin, *' filius 
regis," is wholly undetermined ; and to-explain in which of 
these three senses it is to be understood, for it may bear any 
of them, a circumlocution of several words must be used. 
In the same manner, *' are you a king ?" ** are you the 
king ?" are questions of quite separate import. ** Thou art 
a man," is a very general and harmless position ; but *' thou 
art the man," is an assertion, capable of striking terror 
and remorse into the heart. 

Besides this quality of being distinguished by the article. 



Hence, arose what contrivance, and in what does its force oomiftl In 
EngUsh, what articles have we ; and what is observed of them 1 A m 
much the same with what ; what does it mark ; and what examples an 

S'ven % What does tfie ascertain ; and what are the ezamp^ 1 Of th0 
reeks and the Latins, with respect to the article, what is remarked i and 
why does this, in the Latin, seem a defect 1 To illustrate this remark, 
what example is dven ; and of each of these three phrases, what is ob- 
served 1 Of the phrase ' filius regis,' what is remariced ; and, in order to 
understand in what sense it is to be taken, what is necessanrl Whal 
fitrther illustrations follow 1 Besides being Hiorituw iiThH by the aitielflu 
what affections belong to nouDsl 
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three afiections belong to substantiye nouns ; number, gen- 
der, and case, which require our consideration. 

Number distinguishes them as one, or many of the same 
kind, called the sing^ular and plural ; a distinction found in 
all languages, and which must, indeed, have been coeval 
with the very in&ncy of language ; as there were few things 
which men had more frequent occasion to express, than the 
difierence between one and many. In the Hebrew, Greek, 
and some other ancient languages, we find not only a plural, 
but a dual number ; the origin of which may very naturally 
be accounted £c>r, from separate terms of numbering not 
being yet invented, and one, two, and many, being all, or at 
least, the chief numerical distinctions which men, at first, 
had any occasion to use. 

Grender will lead us into a more extensive discussion than 
number. It being founded on the distinction of the two 
sexes, can, with propriety, be applied to the names of living 
creatures only. All other substantive nouns, ought to belong 
to what grammarians call the neuter gender, which is meant 
to imply the negation of either sex* Yet, in most lan- 
guages, a great number of inanimate objects, have been 
ranked under the like distinctions of masculine and femi- 
nine. Thus, in Latin, gladius, a sword, for instance, is 
masculine ; sagitta, an arrow, is feminine ; and this assigna- 
tion of sex to inanimate objects, appears, often, to be entirely 
capricious ; derived from no other principle than the casual 
structure of the language, which refers to a certain gender, 
words of a certain termination. In the Greek and Latin, 
however, all inanimate objects are not distributed into mas- 
culine and feminine ; but, many of them are also classed, 
where all of them ought to have been, under the neuter 
gender ; as templum^ a churcli ; sedile^ a seat. 

In the Frencn and Italian tongues, the neuter gender is 
entirely unknown, and all their names of inanimate objects 
are put upon the same footing with living creatures ; and 

^ _ 
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Number distinguishes them in what manner ; and why must this dis- 

tiiiGtion have been coeval with the infancy of language 1 In what languages 

do we find a dual number ; and how may its origin be accounted for 1^ On 

what distinction is gender founded 1 and to what only can it be applied 1 

To what should all other nouns bdong; and what is it meant toimiply 1 

Yetf in most lan^ages, what is observed ; what instances are mentioned ; 

and firom whift is this assignation of sex derived 1 Of inanimate objects 

fnthe GhnedL and Latin, however, what is remarked; and what follows? 

In what lamiages is the neuter gender unknown ; and what coqrse do 

thoy pursue 1 

6* 
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distributed, without exception, into masculine and feminine. 
But, in the English language, it is remarkable that there 
obtains a peculiarity quite opposite. In the French^ and 
Italian there is no neuter gender. In the English, when 
we use common discourse, all substantive nouns ^at are 
not names of living creatures, are neuter without e^^ception. 
He, she, and it, are the marks of the thr^e genders ; and 
we always use it, in speaking of any object where there is 
no sex, or where the sex is not known. And ours, perhaps, 
is the only language in the known world, except the Chi- 
nese, in which the distinction of gender is properly and 

philosophically applied. , , 

Hence arises a very great and signal advantage of the 
English tongue, which it is of importance to remark. 
Though in common discourse we employ only the proper 
and literal distinction of sexes, yet the genius of the lan- 
guage permits us, whenever it will add beauty to our dis- 
course, to make the names of inanimate objects, masculine 
or feminine, in a metaphorical sense ; and when we do so^' 
we are understood to quit the literal style, and to use one of 
the figures of discourse. For instance ; in speaking of virtob 
in the course of an ordinary conversation, we refer the wotd 
to no sex or gender : We say, " virtue is its own reward V* 
or, " it is the law of our nature." But if we choose to rise 
into a higher tone ; if we seek to embellish and animate our 
discourse, we give a sex to virtue ; we say, " she descends 
from heaven ;" " she alone confers true honor upon mati ;** 
" her gifts are the only durable rewards." By this means 
we have it in our power to vary our style at pleasure ; 'and 
this is an advantage which, not only every poet, but etery 
good writer and speaker in prose, is, on many occasions, 
glad to seize and improve ; and it is an advantage peculiar 
to our own tongue. For, in other languages, every word 
has one fixed gender ; masculine, feminine, or neuter, whieh 
can, upon no occasion, be changed. It deserves, however, 
to be ferther remarked, that, when we employ the liberty 

In the English language, however, what peculiarity ohtains; and 
how is this MLy illustrated? Of our language, what is farther re- 
marked 1 Hence arises, what great and signal advantage of the En^Kah 
tongue 1 How is this remark ulustrated from the sentence. ' virtue is ifa 
own reward ;' or, ' it is the law of our nature V By this means what hsn 
we it in our power to do; and of this advantage what is remarked; and 
why? On tnis 6uhject| however^ what deserves to he fiuttfaer i»- 
mairked? 
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which our language allows, of ascribing sex to any inani- 
mate object, we have not the liberty of making it of what 
gender we please ; but are, in general, subject to some rule 
of gender, which the currency of language has fixed to that 
object. Th6 foundation of this rule is supposed to be laid 
in a certain resemblance, or analogy, to the natural distinction 
of the two sexes. Thus, we commonly give the masculine 
gender to those nouns used figuratively, which are conspicu- 
ous for the attributes of imparting or communicating; 
which are by nature strong and efficacious, either to good or 
evil ; or which have a claim to some eminence, whether 
laudable or not. On the other hand, those are generally 
made feminine, which are conspicuous for the attributes of 
containing, and of bringing forth ; which have more of the 
passive in their nature, than of the active ; which are pecu- 
liarly beautiful, or amiable ; or which have respect to such 
excesses as are rather feminine than masculine. 

Having discussed gender, we proceed next to another 
peculiarity of substantive nouns, which is their cases. Cases, 
in declension, express the state, or relation, which one object 
bears to another, denoted by some variation made upon the 
name of that object ; generally, in the final letters, and by 
some languages, in the initials^ All languages, howevert 
do not agree in this mode of expression. The Greek and 
Latin use .declension ; but in the English, French, and 
Italian, it is not found, or, at most, it exists in a very imper- 
fect state. These languages ^i^press the relations of objects, 
by means of the words called preppsitions, which are the 
names of those relations, prefixed to the name qS the object* 
English nouns have no case whatever, except a sort of 
genitive, usually formed by the addition of the letter 8 to 
the noun ; as when we say " Pope's Dunciad," meaning 
the Dunciad of Pope. Our personal pronouns have like- 
wise a case, which corresponds with the accusative of the 
Latin ; /, me ; he, him ; who, whom. This, however, is 
but a slight resemblance of that declension which is used in 
the ancient languages. 

Where is the foundtttion of this rule suDpoaad' to be laid ; and wh«^ 
fflufltration follows 1 Having discussed gender, to what do we next ino- 
eee4 ? What do cases express ; and how are they denoted 1 How does 
it appear that all languaires do not agree in this mode of expression ; and 
how do the latter languages express the relation of objects 1 What case, only, 
have E^M^M^ nouns ; and what illustration is given 1 Of our personal pro- 
nottnipEwise, what is lemaiked; botof this, however, what is observed? 
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Whether the moderns have given beauty or utility to lan- 
guage, by the abolition of cases, may, perhaps, be doubted. 
They have, however, certainly rendered it more simple, by 
removing that intricacy which arose from the diflferent forms 
of declension, of which the Romans had no less than five ; 
and from all the irregularities of these several declensions. 
By obtaining this simplicity, it must be confessed, we have 
filled language with a multitude of those little words called 
prepositions, which are perpetually recurring in every 
sentence, and seem to have encumbered speech by an ad- 
dition of terms ; and by rendering it more prolix, to have 
enervated its force. The sound of modem languages has 
also become less agreeable to the ear, by being deprived of 
that variety and sweetness, which arose from the length of 
words and the change of terminations, occasioned by the 
cases in Greek and Latin. But, perhaps the greatest dis- 
advantage we suffer by the abolition of cases, is the loss of 
that liberty of transposition in the arrangement of words, 
which the ancient languages enjoyed. 

Pronouns are the class of words most nearly related to 
substantive nouns ; being, as the name imports, the repre- 
sentatives of them. J, thoUf he, she, and it, are only an 
abridged way of naming the persons, or objects, with which 
we have immediate intercourse, or to which we are obliged, 
frequently, to refer in discourse : accordingly they are sub- 
ject to the same modifications with nouns, of number, gender, 
and case. We may observe, however, that the pronouns of 
the first and second person, / and thoUf have nad no dis- 
tinction of gender in any language ; for, since they always 
refer to persons who are present to each other when they 
speak, their sex must be evident, and therefore needs not to 
be distinguished by a masculine or feminine pronoun. But, 
as the third person maybe absent, or unknown, the distinction 
of gender there becomes requisite; and, consequently, in 
English, it has all the three genders belonging to it ; hct shCf 

■■III II ■!■ ■ I II.- I . — .1^— ^.^1^ 

^ What may, prhaps, be doubted ;^ and how have they rendered it more 
mmolel By obtaining this simplidty, however, what have we done ; uid 
of tnem, what is remarked 1 How has the sound of modem hmguages, 
also, become less agreeable to the ear 1 But what, perhaps, is the greatest 
disadvantage we suj^r b^^ the abolition of cases 1 Of pronouns what k 
remarked ; and how is tins illustrated 1 To what are they, consequently, 
subject ; but of the first and second person, what may we, at the same time, 
observe ; and why 1 But why does the distinction of gender, vaJJM^ thira 
person, become requisite j and what, consequently fi)ll0ws1 *^ 
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t^ As to cases, even those lan^ages that do not admit 
them in substantive nouns, sometimes retain more of them 
in pronouns, for the sake of the greater readiness in ex^ 

Sressing relations; as pronouns occur so frequently in 
iscourse. The personal pronouns, in English, are allowed, 
by grammarians, to possess two cases besides the nominative; 
a genitive, and an accusative : /, minci me ; thou^ thinet 
tkee ; he^ Ai>, him ; whot whose, whom. 

Adjectives, or terms of quality, such as, greatf lUtlet 
Hack, white, are the plainest and simplest o{ all that class 
of words which are termed attributive. They are common 
to all languages, and must have been very early invented ; 
since objects could neither be distinguished, nor treated of 
in discoarse, till names were given to their difierent qualities* 
There is nothing, however, to be observed in relation to 
them, except that singularity which attends them in the 
Greek and Latin, of having the same form given them with 
substantive nouns; being declined, like them, by cases, 
and subjected to the same distinctions oi number and gender. 
Hence, grammarians have made them belong to the same 
part oi speech, and divided the noun into siu)stantive and 
adjective ; an arrangement, founded more in attention to the 
external form of words, than to their nature and force. For 
adjectives have not, by their nature, the least resemblance to 
substantive nouns, as they never express any thing which 
can possibly subsist by itself; whicb is the very essence of 
the substantive noun. They are, indeed, more nearly allied 
to verbs, which, like them, express the attribute of some 
substance. 

As to eases, what is lenuurked 1 What cases aie the personal pronouns 
in English allowed to possess; and ipdiat illustrations are given 1 (^ ad- 
jectives, what is observed ; and from what does it appear that they must 
nave been very early invented 1 What, only, however, is to be observed 
ia relation to them 1 Hence, how have crammazians treated them ; and 
of this arrangement what is observed ^ How does it appear that adjectives 
have no relation to nouns ; to what are they more nearly allied ; and why % 
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LECTURE IX. 

STRUCTURE OF LANGUAGE— ENGLISH 

TONGUE- 

Or all the parts of speech, verbs are, by fiir, the most 
complex. It is chiefly in them that the subtle and profound 
metaphysic of language appears; and from their importance 
and necessity in speech, we may justly conclude that they 
were coeval with the origin of language ; though a long 
time must have been requisite to rear them up to that accu- 
racy in which they are now found. It seems very probal^e* 
that the radical verb, or the earliest form of it, in most Ian* 
guages, would be what we now call the impersonal verb ; 
** It rains ; it thunders ; it is light ; it is agreeable ;'' and 
the like ; as this is the very simplest form of the verb, and 
merely affirms the existence of an event, or of a state of 
things. After pronouns were ipvented, such verbs became 
gradually personal, and were extended through all the 
variety of tenses and moods. 

The tenses of the verb are contrived to mark the several 
distinctions of time. We think, commonly, of no more than 
the three great divisions, of past, present, and future ; and 
we might imagine, that if verbs had been so contrived, as 
merely to express these, no more would have been necessary. 
But language proceeds with much greater art and subtlety. 
It splits time into its several moments : it regards it as never 
standing still, but always flowing ; things past, as more or 
less perfectly completed ; and things future, as mpre or less 
remote, by diflerent gradations. Hence, the great variety of 
tenses, found in almost every language. 

The present may, indeed, always be regarded as one 



ComDaied with other paits of speech, what is observed of the retb ? In 
dwin, cmeflj, what appeals^ why may we conclude that they were coeval 
with the origin of language ; and what follows 1 What seems probable 
would be the radical verb in most languages ; and why 1 What foQowed 
the invention of pronouns 1 For what are the tenses of verbs contrived 1 
Of what divisions do we commonly think ; and under what drcomstances 
might we imagine that no more were n ece s sa ry 1 But how does language 
proceed; and hence what foUowsl How may the pieaent be yegaided: 
^ad what example is g^venl 
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indivisible point, susceptible of no variety. I write, or I am 
writing ; scriho. But it is very different with the past. 
Even the poorest language has two or three tenses to express 
its varieties. Ours has no less than four. 1. A past action 
may be considered as left unfinished ; which forms the im« 
perfect tense, " I was writing," scriheham* S. As just now 
finished. This forms the proper perfect tense, which, in 
English, is always expressed by the help of the auxiliary 
verb, '* I have written." 3. It may be considered as 
finished some time ago ; the particular time left undeter- 
mined. **I wrote, scripsi;** which may either signify, 
" I wrote yesterday, or, I wrote a year ago." This is what 
grammarians call an ororist, or indefinite past. 4. It may 
be considered as finished before something else, which is also 
past. This is the pluperfect. *' I had written ; scripseram* 
I had written before I received his letter." Here we must 
perceive, with some pleasure, an advantage which we have 
over the Latins, who have only three variations upon the 
past time. They have no proper perfect tense, or one which 
distinguishes an action just now fipished, from an action 
that was finished some time ago. 

The varieties in the future time are two ; a simple or 
indefinite future ; " I shall write, scribam ;" and a mture, 
relating to something else, which is also future, " I shall 
have written, scripsero,^^ 1 shall have written before he 
arrives. 

Besides tenses, or the power of expressing the distinctions 
of time, verbs admit a distinction of voices, into the active 
and the passive ; according as the affirmation respects some- 
thing that is done, or something that is suffered : ** I love, 
or, I am loved." They admit, also, the distinction of moods, 
which are intended to express the affirmation, whether active 
or passive, under different for^is. The indicative mood, for 
instance, simply declares a proposition; *' I write, I have 
written :" The imperative requires, commands, threatens ; 
"write thou, let him write." The subjunctive expresses 
the proposition under the form of a condition, or in subor- 

But, of the past, what ia remarked; and how many tenaes haa even tho 
poorest language 1 How many has ours ; and what are examples of each 1 
Hence what may we, with some pleasure, percdve; and what tense do 
they not possess 1 How many vaneties are there in the future time ; and 
what are the examples ? Besides tenses, what other distinction do verba 
admit ; and accordmg to what 1 They admit also of what ; and for wlxal 
are they intended 1 How is tliis illustrated 7 
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dination to some other thing, to which a reference is made ; 
** I might write, I could write^ I should write, if the case 
were so and so.'* This mode of expressing an affirmation 
under so many different forms, together, also, with the dis- 
tinction of the three persons, /, thou, and he, constitutes 
what is called the conjugation of verbs, which makes so 
great a part of the grammar of all languages. 

The form of conjugation, or the manner of expressing the 
Tarieties of the verb, differs fifreatly in different tongues. It 
is esteemed most perfect in those languages which, by vary- 
ing either the termination or the initial syllable of the verb, 
express the greatest number of important circumstances, 
without the help of auxiliary verbs. In the oriental tongues, 
the verbs are said to have lew tenses ; but their moods are 
so contrived as to express a great variety of circumstances 
and relations. In the Hebrew, for instance, they say, in one 
word, without the help of any auxiliary, not only ** I have 
taught," but, " I have taught exactly, or often ; I have been 
commanded to teach ; I have taught myself.*' The Greek, 
which is the most perfect of all the known tongues, is very 
regular and complete in all the moods and tenses. The 
Latin, though formed on the same model, is not so perfect ; 
particularly in the passive voice, which forms most of the 
tenses, by the help of the auxiliary " sww." 

In all the modern European tongues, conjugation is very 
defective. They admit few variations in the termination of 
the verb itself; but have almost constant recourse to their 
auxiliary verbs, throughout all the moods and tenses, both 
active and passive. Language has undergone a change in 
conjugation, perfectly similar to that which it has undergone 
in declension. As prepositions, prefixed to the noun, super- 
seded the use of cases ; so the two great auxiliary verbs, to 
have, and to be, with those other auxiliaries which we use 
in English, do, shall, will, may, and can, prefixed to the 
principal, supersede, in a great measure, the different ter- 

\ 

What does this mode of expression constitute; and what is observed of 
iti Of the form of conjugation, what is remarked ; and in what language 
is it esteemed most pcffect 1 Of verbs in the oriental tongues, what is 
observed ; and how is this illustrated from the Hebrew, the Greek, and the 
Lad n? What is the state of conjugation in modem European tongues? 
What do they admit ; but to what nave they almost constant recourse 1 
How does it appear that language has undergone a change in conjugation, 
similar to that which it hasutt^rgone in declension 1 
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minations of mooda and tenses, which fimned the aneienl 

conjugations. 

The remaining pcurts of speech, which are indeelinable, 
or admit of no variations, will not require much discBSsion. 

Adverbs are an abridged mode of speech, expressinr, hf 
one word, what might, by a circumlocution, be resolved inia 
two or more words belonging to the other parts ci speech* 
** Exceedingly,'* for instance, is the same as ** in a high 
deOTee ;" " bravely," the same as, " with braverf or 
valor;" **here," tne same as "in this place." Hence, 
adverbs may be conceived to be less necessary, and of later 
introduction into the system of speech, than many other 
classes of words ; and, accordingly, the great body of them 
are derived from other words formerly established in the 
language. 

Prepositions and conjunctions, are words more essential 
to discourse, than the greater part of adverbs. They form 
that claiss of words, called connectives; and serve to express 
the relations which things bear to each other, their mutual 
influence, dependencies, and coherence; and thereby join 
words together into intelligible and significant propositions. 
Conjunctions are generally employed for connecting sen* 
tences, or members of sentences ; as, andj because^ and the 
like. Prepositions are used for connecting words, by show- 
ing the relation which one substantive noun bears to another ; 
M of, frorrij tOy &c. The beauty and strength of every 
language depends, in a great measure, on tne proper use of 
conjunctions, prepasitions, and also those relative pronouns^ 
which serve the same purpose of connecting the different 
parts of discourse. It is the right or wrong management 
of these, which chiefly makes discourse appear firm and 
compacted, or disjointed and loose ; which carries it on its 
progress with a smooth and even pace, or renders its march 
irregular and desultory. 

Having thus briefly considered the structure of language 

Of the remaining parts of speech, what is remarked % What are ad- 
verbs; and what iUustrations are given '{ Hence, what is remarked of 
them; and, accordingly, what follows? What is remarked of preposi- 
tions and conjunctions'? What do they form; fi>r what do they serve; 
and what do they thereby do 1 What do conjunctions connect ; and what 
aje ejLamples 1 In what manner do prcnxMritions connect words ; and 
what examples are given'? On what do the beauty and strength of 
every language, in a great measure, depend; and what is the d^t 
of the right or wrong management of them 1 Having thus considered 
the rtructure of language in general, into what shall we now enter 1 

7 
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m geneialv we slmll now enter more particularly into an 
examination of our own. 

« The language which has been spoken throughout Great 
Britain, ever since the Norman conquest, is a mixture of the 
ancient Saxon and Norman French, together with such new 
and foreign words as commerce and learning have, in a 
succession of ages, gradually introduced, ^o formed, the 
English, like every other compounded language, must needs 
he somewhat irregular. We cannot expect from it, that 
correspondence of parts, that complete analogy in structure, 
which may be found in those simple languages, which have 
been formed, in a manner, within themselves, and built on 
one foundation. Hence, our syntax is confined, since there 
are few remarks in the words themselves, which can show 
their relation to each other, or point out either their con- 
cordance, or their government in the sentence. 

But, if these be disadvantages in a compound language, 
they are balanced by other advantages which attend it ; par- 
ticularly by the number and variety of words with which 
swich a language is commonly enriched. Few languages 
are, in reality, more copious than the English. In all grave 
subjects especially, historical, critical, moral, and political, 
no writer has the least reason to complain of the barrenness 
of our tongue. The studious reflecting genius of the peo- 
ple, has brought together a great store of expressions, on 
such subjects, from every quarter. We are rich, too, in the 
language of poetry. Our poetical style dijflfers widely from 
prose, not with respect to numbers only, but in the very 
words themselves ; which shows what a variety of words 
we have it in our power to select and employ, suited to those 
difierent occasions. Herein we are infinitely superior to 
the French, whose poetical language, if it were not dis- 
tinguished by rhyme, would not be known to differ from 
their ordinary prose. It is chiefly, indeed, in grave sub- 
jects, and with respect to the stronger emotions of the 
mind,, that our language displays its power of expression* 

Of what is the langiutgB, iBpokenthrooghout Great Britain ever sinoe the 
Norma n conqoest, a mixture ; and what is observed of it 1 What can we 
not expect from it ; and, hence, of oar syntax, what is remarked 1 Though 
these be disadvantages, yet, by what are they balanced 'i In what subjecUi, 
panteularly, is our language very copious; and what remark follows 1 Ot 
sur poetical style, what is remarked; and what does this show 7 Herein 
^vre are superior to whom ; and of their poetical language, what is re- 
marked { Where does our language display its power of expvessioa 1 
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In expressing^ whatever is delicate, gBy« oramosingviioweTerf 
the French language far surpasses oars. It iSf perhaps, th« 
happiest language ^r conversation, in the knawn world ; bul 
on the higher subjects of composition, the English may bo 
justly esteemed greatly to excel it. 

The flexibility of languag^e, or its power of accommo* 
dation to different styles and manners, so as to be either 
grave and strong, or easy and flowing, or tender and gentle* 
as occasions require, or as an author^s genius prompts, is a 
Quality of great importance in speaking and writing. This 
depends on the copiousness of a language, the difiereaC 
arrangements of which its words are susceptible, and the 
variety aad beauty of the sound of those woros, so as to cor- 
respiRAd te many diflerent subjects. No language ever pos* 
sessed these qualities so eminently as the Greek. To the 
qualities alreadv mentioned, it joined the graceful variety of 
its diflerent dialects; and thereby readily assumed every 
sort of character which an author could wish, from the most 
simple and &,miliajr, to the most majestic. The Latin« 
though a very beautiful language, is inferior, in this respect, 
to the Ghreek« It has more of a fixed character of stateli* 
ness and gravity ; and is supported by a certain senatorial 
dignity, of which it is diflicult for a writer wholly to divest 
it, on any occasion. Among the modern tongues, the Italian 
possesses much more flexibility than the French; and 
appears to be, on the whole, the most perfect oi all the 
modem dialects, which have arisen on the ruins of the 
ancient. Our own language, though, perhaps, not equal to 
the Italian in flexibility, yet possesses a considerable degree 
of this quality. Whoever considers the diversity of style 
which appears in some of our best writers, will discover, in 
our tongfue, such a circle of expression, such a power of 
aecommodation to the various tastes of men, as redounds, in 
the highest degree, to its honor. 



In what does the French language far surpass onn ; for what is it th« 
happiest language in the world; but where does ours greatly excel iti 
What quality is ot creat importance, either in speoJung or writing; and 
on what does this depend 1 What language possessed these (qualities 
most emtnentiy 1 To the qualities already mentioned, what did it join; 
and thereby what did it assume % How does it appear that the Latui, in 
this respect, is inferior to the Greek 1 Among mociern languages, what is 
observed of the Italian 'i Of our language, in this respect, what is remarked | 
and what will any one discover, who considers the divenity of style which 
appears in some of oar best writersi 
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The English has been most taxed with its deficiency in 
harmony of sound. But the melody of its versification, its 
power of supportingpoetical numbers without the assistance 
of rhyme, is a sufficient proof, that it is far from being* 
unharmonious. Even the hissing sound with which it has 
been taxed, obtains less frequently than has been suspected : 
in the first syllables, particularly, where the letter « is 
transformed into jr, which is one of the sounds on which the 
ear rests with pleasure ; as in has, these, loves, hears, d&c. 

After all, however, it must be admitted, that smoothness, 
or beauty of sound, is not one of the distinguishing proper- 
ties of the English tongue. Though not incapable of being 
formed into melodious arrangements^ yet strength and ex- 
pressiveness, rather than grace and melody, form its charac- 
ter. It possesses, however, this property— it is the most 
simple, m its form and construction, of all the European 
dialects. It is free from all intricacy of cases, declensions, 
moods, and'tenses. Its words are subject to fewer variations 
from their original form than those of any other language. 
Its substantives have no distinction of gender, except what 
nature has made ; and but one variation in case. Its adjec- 
tives admit of no change, except what expresses the degree 
of comparison. Its verbs, instead of running through all 
the varieties of ancient conjugation, admit only four or ^Ye 
changes in termination. A few prepositions and auxiliary 
verbs supply all the purposes of significancy in meaning ; 
while the words, for the most part, preserve their form 
unchanged. Hence, our language acquires a simplicity 
and facility, which is th^ reason why it is so- frequently 
written ana spoken with inaccuracy. We imagine that a 
competent skill in it may be acquired without any study ; 
and that in a syntax so narrow and confined as ours, there is 
nothing which demands attention. Hence, arises the habit 
of writing in a loose and inaccurate manner. But the fun- 
damental rules of syntax are the same in all languages, and 
attention to them is absolutely necessary for writing or 



With what deficiency has the Enfflish language been most taxed ; hot 
what b a tuffident proof, that it is & from being nnharmonioasl Of the 
hiwnng aound with which it has been taxed, what is observed;^ and 
what Castration follows *? After all, however, of it what mnst be admitted ; 
And what form its character 1 But what property does it possess; from 
what is it free; and of its words what is remarked t How is ibis fhlly 
illustrated 1 Hence, what does it acquire; and what do we ' ' "* 
Hence, vises what habit ; but what fidlowsl 
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speaking with any degree of purity, propriety, or eleffanee. 
Whatever the advantages or detects of the English Ian* 
guage may be, as it is our own language, it demands a high 
degree of our study and attention. It is well known, to 
what an extent the Greeks and Romans, in their most polished 
and flourishing times, cultivated their respective longues. 
The French and the Italians, also, have bestowed much 
attention upon theirs. And their example deserves the 
more to be imitated, as, whatever knowledge maybe acquired 
by the study of other languages, it can never oe communi- 
cated with advantage, except by those who can write and 
speak their own language with propriety and skill. Though 
the matter of an author be ever so good and useful, his com* 
positions vnll always suffer in the public esteem, if his 
expression be deficient in purity and elegance. At the same 
time, the attainment of a correct and elegant style, is an 
objet^t which demands attention and labor. If any imagine 
that they can catch it by the ear, or acquire it by a slight 
perusal of some of our good authors, they will find them* 
selves much disappointed. The numerous grammatical 
errors, and the frequent offences against purity of language, 
committed by writers, who, in other respects, are far from 
being contemptible, demonstrate that a careful study of the 
language is previously requisite, in all who aim at writing it 
correctly.* 

* On this subject, the reader should study, with the grefttest care, " A 
Philosophical and Practical Grammar of the English Language," by Noah 
Webster, Esq., and the Institutes of English Grammar, by Gookl Brown. 

Whateter the advantages or de&cts of the English langu^ may be. 
what does it deserve; and whyl Of the attention of the Greeks ancl 
Roman8,'and the French and Italians, to their respective languages, what 
M remarked ; and why does their example deserve to be imiUted 't How 
k this illustrated ? At the same time, what demands attention and labor ; 
and what remark follows 1 What is the closing remark 1 
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LECTURE X. . 

STYLE— PERSPICUITY AND PRECISION. 

Hatiko finished the subject of langaage, style is the nexl 
•abject of consideration. 

Style is the peculiar manner in which a man expresses his 
conceptions by means of language. It is different from 
mere language or words. The words which an author eni<« 
ploys, may be proper and faultless ; and his style may, 
nevertheless, have great faults : it may be dry, or stiff, or 
feeble, or affected. Style has always some reference to an 
author's manner of thinking. It is a picture of the ideas 
which arise in his mind, and of the manner in which they 
originate : hence, when we are examining an author's com* 
position, it is, in many cases, extremely difiicult, to separate 
the style from the sentiment; and that they should be so 
intimately connected, is not to be wondered at, since style is 
Bothing else than that sort of eiqiression which our thoughts 
most readily assume. 

All the qualities of a good style, may be arranged under 
two heads ; perspicuity and ornament. For all that can pos- 
aiblv be required of language is, to convey our ideas clearly 
to the minds of others ; and, at the same time, in such a 
dress, as by pleasing and interesting them, shall most 
sffectually strengthen the impression which we seek to 
make. 

Perspicuity, it will be readily admitted, is the fundamental 
ooality of style ; and is so essential in every kind of writing, 
tnat for the want of it nothing can atone. Without it, the 
richest ornaments of style only glimmer through the dark ; 
and perplex, instead of pleasmg the reader. If we are 
obliged to follow a writer with much care, to pause, and to 

Having finithed the subject of language, what Uthe next subject of can- 
fidentloh 1 What is style 1 How is it made to appear, that style is dif- 
fcreot from mere lan^age or words 1 To what has style always some 
refapence ; of what is it a picture ; and hence what follows 1 Why is not 
their intimate connection a matter of wonder 1 Under what two heads 
may aU the qualities of a good style be ranged ; and why 1 What is the 
flmdamental quality of style ; and what is observed of it *? Without it^ 
what would be the effect of the richest ornaments 1 Under what clrcum- 
stances wiU a writer fail to please ns ; and what remarks foUowl 
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read orer his sentences a second time» in order to compre* 
hend them fuUy, he will never please us long. Blanland 
are too indolent to relish so much labor. Though they may 
pretend to admire the author's depth, after they hare dis- 
corered his meaning, yet they will seldom be inchned to take 
up his work a second time. 

Perspicuity in writing, is not to be considered as merely 
a sort of negative virtue, or freedom from defect. It has 
higher merit ; it is a degree of positive beauty. We are 
pleased with an author, and consider him as deserving 
praise, who frees us from all fatigue of searching for his 
meaning ; who carries us through his subject without any 
embarrassment or confiision ; whose style flows always like 
a limpid stream, where we see to the very bottom. 

The study of perspicuity requires attention, first, to single 
words and phrases, and then to the construction of sentences. 
When considered with respect to words and phrases, it 
requires these three requisites ; purity, propriety, and prs- 
cisian* 

Purity and propriety of language, are often used indis* 
criminately for each other; and, indeed, they are very 
nearly allied. A distinction, however, obtains between 
them. Purity consists in the use of such words, and such 
constructions, as belong to the idiom of the language which 
we speak ; in opposition to words and phrases that are im- 
ported from other languages, or that are obsolete, or new 
coined, or used without proper authority. Propriety is the 
selection of such words, a» the best and most established 
usage has appropriated to those ideas which we intend to 
express by them. It implies the correct and happy applica- 
tion of them, according to that usage, in opposition to vulgar 
or low expressions ; and to words and phrases, which would 
be less significant of the ideas that we mean to convey* 
Style may be pure, that is, it may all be strictly English, 
without Scoticisms or Grallicisms, or ungrammatical ex- 
pressions of any kind, and may, nevertheless, be deficient in 
propriety. The words may be ill chosen ; not adapted to 

Merely as what, is perspicuity not to be considered ; and what higher 
merit has iti With an author of what description are we pleased 1 la 
what order does perspicuity require attention ; and when considered with 
respect to words and phrases, what are its three requisites 1 Of purity 
UMl propriety of language, what is remarked ; and how are they dis- 
tinguished 1 How may style be pure, and at the same time be defident in 
propriety } but, at the same time, where they both meet, what is thdr effect 1 



80 PRECISION. [Lbct. la 

the subject, nor fully expressive of the author's meaning. 
He has taken them, indeed, from the general mass of English 
language ; but his choice has been made without happiness 
or skill. Style, however, cannot be proper without being 
also pure ; and where both purity and propriety meet, besides 
makmg style perspicuous, they also render it graceful. 

When obsolete, or new coined words, are mentioned, as 
being incongruous with purity of style, it will be understood^ 
of course, that some exceptions are to be made. On certain 
occasions, they may have grace. Poetry admits of greater 
latitude than prose, with respect to coining, or, at least, new 
compounding words ; yet, even here, this liberty should be 
used with a sparing hand. In prose, such innovations are 
more hazardous, and have a worse eflfect. They are apt to 
give style an affected and conceited air ; and should never be 
used, except by those whose established reputation gives 
them some degree of dictatorial power over language. 

We shall now consider the import of precision in lan« 
guage, which, as it is the highest part of the quality denoted 
by perspicuity, and, at the same time, the least understood, 
merits a full discussion. 

The exact import of precision, may be drawn from the 
etymology of the word. It is derived from ' prttcidere^^ to 
cut off: it signifies retrenching all superfluities, and pruning 
the expression, so as to exhibit neither more nor less than an 
exact copy of his idea who uses it. It was observed before* 
that it is often difficult to separate the qualities of style from 
the qualities of thought ; and it is found so in this instance. 
For, in order to write with precision, though this be properly 
a quality of style, one must possess a very considerable 
degree of distinctness and accuracy in lus manner of 
thinking. 

The words which a man uses to express his ideas, may be 
faulty in three respects ; they may either not express that 
idea which the author intends, but some other which only 
resembles, or is akin to it ; or, they may express that idea. 

Of the U0e of obsolete, or new coined words, in poetry, what is obaenred; 
yet, even here, how should this liberty be used ? In prose, why are such 
innovations more hazardous ; and by whom only should they be used 1 
The import of what shall we now consider ; and why does it merit a full 
discussion 1 Whence may the exact import of precision be drawn ; and 
what is it 1 What was before observed ; uid why is it found to be so ia 
this instance 1 . In what three respects may the words that a man uses fea 
expncMM his ideas, be iaul^l 
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bat not quite fully and completely ; or, they may express it, 
together with something more than he intends. Precision 
stands opposed to all these three &ults ; but chiefly to the 
last. In an author's writing with propriety, his bemg free 
from the two former fiiults seems implied. The words 
whif h he uses are proper ; that is, they express that idea 
which he intends, and they express it fully ; but to be pre- 
cise signifies that they express that idea, and no more. This 
requires a writer to have, himself, a very clear apprehension 
of the object he means to present to us ; to have laid fiist 
hold of it in his mind, and never to waver in any one view 
he takes of it — a perfection to which, indeed, few writers 
attain. 

The use of a superfluity of words, forms what is generally 
called a loose style ; and is the proper opposite to precision* 
Feeble writers employ a multitude of words to make them- 
selves underst(X>d, as they think, more distinctly ; and they 
only confound the reader. They are sensible of not havinff 
caught the precise expression, to convey what they would 
signify ; they do not, indeed, conceive their own meaning 
yery precisely themselves ; and, therefore, help it out, as 
they can, by this and the other word, whic^ may, as they 
suppose, supply the defect, and bring you somewnat nearer 
to their idea : they are always going about it, and about it, 
but never just hit the thing. The image, as they set it be- 
fore you, is always seen double ; and no double image is 
distinct. When an author tells us of his hero's courage in 
the day of battle, the expression is precise, and we under- 
stand It fully. But if, from a desire of multiplying words, 
he will praise his courage and fortitude ; at the moment 
he joins these two words together, our idea begins to waver* 
He intends to express one quality more strongly ; but he is, 
in fiict, expressing two. Courage resists danger ; fortitude 
supports pain. The occasion of exerting each of these 
qualities is diflerent ; and being led to think of both of them 



To which of these three fkolts, paiticQlarly, does precision stand opposed ; 
udwhy 1 How is this illustrated? What (toes this require ; and of it what 
is observed 1 What forms what is generally called a loose style; and of 
what is it the proper opposite 1 Why do feeble writers employ a multi- 
tude of words ; and what is their effect 1 Of what are they sensible ; and 
as they <^ not conceive their own meaning clearly, what consequence fol- 
lows 'i Of the image, as they set it before us, what is remarked ] How is 
this iOustiated from the words courage and fortUwU ? What Is their 
lespective signification i and what xemaiks follow 1 
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together, when only one of them should engage oar attea- 
tion, our view is rendered unst^dy, and our conception of 
the object indistinct. 

The great source of a loose style, in opposition to pre- 
cision, is the injudicious use of those words termed synony- 
mous. They are called synonjrmous, because they agree 
in expressing one principal idea ; but, for the most parti if 
not always, they express it with some diversity in the cir- 
cumstances. They are varied by some accessary idea which. 
every word introduces, and which forms the distinction 
between them. Scarcely in any 4anguage, are there two 
words that convey precisely the same idea; a person 
thoroughly conversant in the propriety of language, will 
always be able to observe something that distinguishes 
them. As they are like diflferent shades of the same color, 
an accurate writer can employ them to great advantage, by 
using them so as to heighten and to finish the picture which 
he gives us. He supplies by one, what was wanting in the 
other to the force, or to the lustre of the image which he 
means to exhibit. 

In the English language, very many instances might be 
given of a difference in meaning among words reputed 
synonymous ; and as the subject is of importance, we shall 
now point out some of these. The instances given, may, 
themselves, be of use ; and they will serve to show the neces- 
sity of attending, with care and strictness, to the exact import 
of words, if we would ever write with accuracy and precision. 

Austerity, severity, rigor. Austerity rehaes to the 
manner of living ; severity, of thinking ; rigor, of punish- 
ment. To austerity, is opposed effeminacy ; to severity, 
relaxation ; to rigor, clemency. A hermit, is austere in his 
lite ; a casuist, severe in his application of religion or law; 
a J^dge, rigorous in his sentences. 

Custom, habit. Custom respects the action ; habit, the 

•TiSL^!!-?*if!f''i "?S^ of a loose style; and why are they called 
S?thi^.Si 7 ^^'^'/^ most part, how do they exp^ it ; a^ how 
Sd^U^J J^ lUiKtration foUowsl As^they*^a» lU^ diffenrnt 
*J»4e8 of the same cjrfor, how can an accurate writ^ employ them to 

^t mC^^^VL'^^*' '^'^^^^^ IntheEfngUshlanluieofwht 
or the^St^i^!f* ^, 8*^*^ I »»4 "^^y ™ «»n« of these pSStod out 1 . 

rieror; andwhI±in.,Jf,.? . ~™^ between auHerUy, severity, and 
tin^ahed ; Zf ^^T^""^ Sivenl How are ct«tom and Aa& db- 
tration folIowTr ' ^ ^® respectively nwaa 1 What illiM- 
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actor. By castoniy we mean the frequent repetition of the 
same act ; by habit, the efiect which that repetition prodncet 
OQ the mind or body. By the custom of walking often in the 
streets, one acquires the habit of idleness* 

Surprised, astonished^ amazed^ confounded. We are 
sarprised with what is new or unexpected ; we are astonished 
at -what is vast or great ; we are amazed at what is incom- 
prehensible ; we are confounded by what is shocking of 
terrible. 

JPride^ vanity. Pride makes us esteem ourselves; 
vanity, makes us desire the esteem of others. It is just, 
therefore, to say, that a man may be too proud to be vain. 

Haughtiness^ disdain. Haughtiness is founded on the 
hig^h opinion we entertain of ourselves ; disdain* on the low 
opinion we have of others. 

Ih v>earyf to fatigue. The continuance of the same 
thing wearies us; labor fetigues us. We become weary 
from standing ; &tigued, from walking. A suiter wearies 
us by his perseverance ; fiitigues us by his importunity. 

To abhor^ to detest. To abhor, imports, simply, strong 
dislike ; to detest, imports, also, strong disapprobation. One 
abhors being in debt ; he detests treachery. 

7b invent^ to discover. We invent things that are new ; 
we discover what was before hidden. Galileo invented the 
telescope ; Harvey discovered the circulation of the blood. 

Onlif^, alone. Only, imports that there is no other of the 
same kind ; alone, imports being accompanied by no other* 
An only child is one that has neither brother nor sister ; a 
child alone, is one that is left by itself. 

Entircj complete. A thing is entire, that wants none of 
its parts ; complete, that wants none of the appendages that 
belong to it. A man may have an entire house to himself; 
andyet not have one complete apartment. 

Tranquillity^ peace, calm. Tranquillity respects a situ- 
ation free from trouble, considered in itself; peace, the 



What igthedifibrence heltweenaurprisedf aatoniahedy amazed^ and eott- 
Jbunded ? What is the relative effects of pride and vanity ; and what^ 
remark is, therefore, just 1 On what are haughtiness and disdain^ respect- 
ively founded 1 How is the diiference between to weary and to fatigue. 
illustrated 1 What do to abhor and to detest, respectively denote ; and 
what illustration follows % How is the distinction between to invent and 
to dUcover, illustrated 1 What is the difference between only and alone / 
and what instance of illustration is given 1 How are entire and eomfjletef 
distinguished ; and what example is given 1 Illustrate the difference be- 
tween trarupiiUity^ peace^ and o»lm. 
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same situation, with respect to any causes that might inter* 
rupt it ; calm, with regard to a disturbed -situation goin^ 
before, or following it. A good man enjoys tranquillity in 
himself; peace with others ; and calm, after the storm. 

Wisdom^ prudence* Wisdom, leads us to speak and act 
as is most proper ; prudence, prevents our speaking and act* 
ing improperly. A wise man employs tne most proper 
means for success ; a prudent man, the safest means for not 
being brought into danger. 

Enoughy sufficient. Enough relates to the quantity which 
we wish to have of a thing ; sufficient, relates to the use 
that is to be made of it. Hence, enough, generally imports 
a greater quantity than sufficient does. The covetous maa 
never has enough : although he has what is sufficient for 
nature. 

Withy hy. Both these particles express the connection 
between some instrument or means of effecting an end, and 
the agent who employs it ; but withy expresses a more close 
and immediate connection ; hy^ a more remote one A mail 
killed with a sword, dies hy violence. The criminal is 
bound with ropes hy the executioner.* 

These are a few, among many instances of words, in our 
language, which, by careless writers, are apt to be considered 
as synonymous. Their significations approach, but are not 
precisely the same. The more the distinction in the mean* 
mg of such words is weighed, and attended to» the more 
accurately and forcibly shall we speak and write. 

It was observed betore, that though all subjects of writing 
or discourse demand perspicuity, yet all do not require it to 
an equal degree. It is, indeed, in every sort of writing, a 
C'reat beauty to have, at least, some measure of precision, in 
distinction from that loose profusion of words which imprints 

* The author had it in contemplation, when hecommenoed this abridg- 
ment, to extend these discriminations through the space of another lecture ; 
but havinff concluded, soon to offer to the public a worii on this subject, ho 
has aban£aed his original deagn. 



Of wiadom and vrudence, what is remarked ; and how is this illus- 
trated 1 What is toe difference between enough and st^fficient ; hence, 
what Mows ; and what illustration is given 1 With and by, both express 
tiw connection between what; but with what difference, and what lUus- 
t ations follow 1 On the instances of svnonjrmous words, here nven, what 
is remarked ; and what will be the e^ect of weighing such mstinctionsi 
What was before observed ; and what is, in every soit of writing, a great 
beauty 1 
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no clear idea on the reader's mind. But we mustt at the 
«ame time, be on our guard, lest too great a study of pre* 
cision, especially in subjects where it is not strictly requisite* 
betray us into a dry and barren style ; lest, from a desire of 
prumng too closely, we retrench all copiousness and oma« 
ment. To write with copiousness and precision, to be flow* 
ing and graceful, and, at the same time, correct and exact in 
the choice of every word, is, doubtless, one of the highest 
and most difficult attainments in writing. But we must 
study nerer to sacriflce, totally, any one of these qualities 
to the other ; and, by a proper management, both of them 
may be made fully consistent, if our ideas be precise, and our 
knowledge and stock of words be, at the same time, ex- 
tensive. 



But, about what mmt we, at the same time, be on our ffuaid; and why 1 
What is, doubtless, one of the highest and most difliciiit alUanmento in 
miting ; and what follows 1 
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9. The qualities of a good style. 
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B. A loose style. 

C. Synonymous words. 

a. Examples of discriminft- 
tions. 

D. Concluding reraarke. 



LECTURE XL 

STRUCTURE OF SENTENCES. 

A SENTENCE alwavs implies some one complete pnmositioD 
or enunciation of thougat. Aristotle defines it to oe *'a 
form of speech which hath a beginning and an end within 
Itself, ana is of such a length as to be easily comprehendedl 
at once." This, however, admits of considerable latitude.' 
For a sentence, or period, consists, always, of component 
parts, which are called its members ; and as these member* 
may be either few or many, and may be connected in several 
different ways, the same thought, or mental proposition, 
may ofien be either brought into one sentence, or split into 
two or three, without the material breach of any rule. 

The first variety that occurs in the consideration of sen* 
tences, is, the distinction of long and short ones. Sentences 
immoderately long, and consisting of too many members, 
always transgress some one or other of the rules which 
shall be soon mentioned as necessary to be observed in every 
good sentence. In discourses that are to be spoken, regard 
must be had to the easiness of pronunciation, which is not 
consistent with too long periods. In compositions where 
pronunciation has no place, still, however, by using long 
periods too frequently, an author overloads the reader's ear, 
and fatigues his attention. At the same time, there may be 
an excess in too many short sentences also ; by which the 
sense is split and broken, the connection of thought weak- 
ened, and the memory burdened by presenting to it a long 
succession of minute objects. 

With regard to the length and construction of sentences, 
the French critics very justly divide style into style period' 
iquCf and style coupe. The style periodique is where' the 

What does a sentence always imply 1 How does Aristotle define it 1 
Of tins definition what is remarked; and why 1 What is the first variety 
liiat occurs in the consideration of sentences t Of sentences immoderately 
long what is observed 1 In discoarses that are to be spoken, to what mosl 
legard be had; and of compositions where pronunciation has no plaotfL 
what u remarked 1 At the same time, in what may there be excess ; ana 
what is its effect 1 With regard to the length and construction of aeii* 
tenoes, how do the French critics divide style 1 What is the etyU — ''"' 
ique ; what is observed t>f it; and where does it aboundl 
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sentei^ees are composed of several members linked together^ 
and hanging upon one another ; so that the sense of the 
whole is not brought out till the close. This is the most 
pompous, musical, and oratorical manner of composing ; and 
abounds in the writings of Cicero, and Sir William Temple^/ 
The style coupi is, where the sense is formed into short 
independent propositions, each complete within itself; as in 
the milowing of Mr. Pope : " I confess it was want of 
consideration that made me an author. I writ, because it 
amused me. I corrected, because it was as pleasant to me 
to correct as to write. I published, because I was told, I 
wighi please such as it was a credit to please.'*. This is 
very much the French manner of writing ; and always suits 
gay and easy subjects. The style periodique^ gives an air of 
gravity and dignity to composition : the style coupe is more 
lively and striking. According to the nature ot the com- ' 
•position, therefore, and the general character it ought to 
Dear, ^ the one or the other may predominate. But in 
almost every kind of composition, the great rule is to inter- 
TKOJL them. For the ear tires of either of them when too 
long .continued : whereas, by a proper mixture of long and 
short periods, the ear is gratified, and a certain sprightuness 
is joined with majesty in our style. 

So much depends upon the proper construction of sen- 
tences, that in every kind of composition, we cannot be too 
strict m our attention to it. For, whatever the subject may 
be, if the sentences are constructed in a clumsy, perplexed, 
CT feeble manner, it is impossible that a work, thus composed, 
should be read with pleasure, or even with profit. But, by 
giving attention to the rules which relate to this part of style, 
we ac<}uire the habit of expressing ourselves with perspicuity 
and elegance ; and if a disorder chance to arise in any of 
our sentences, we immediately see where it lies, and are 
able to rectify it. 

The properties most essential to a perfect sentence, seem 
to be tne four following: 1. Clearness and precision. 

2. Unity. 3. Strength. 4. Harmony. 

— -^ - - 

WhBltU^bB9tyU coupe f and what example iscWen of it 7 WlKMeii]«ii« 
Ber of writing kthifl; and what does it gait 1 What is farther observed of 
tfaflSB dififeient styles ; and why should they, in most com{)ositions, be tnte^• 
tmiw»A % As much depends upon the proper eonstruction of sentenoeSi 
wliat followw; and why 1 But, from attention to the rules which relate to 
thw part of style, what will result 1 What aie the propeities most essential 
to a perfect sentenoel 3^ 



STRUCTURE OP [Lbot. It 

The least fiiilare in clearness and precision^ the least 
gree of ambiguity, which leaves the mind in anj sort of i 
pense as to the meaning, ought to be avoided with the gti 
est care ; nor is it so easy a matter to keep clear of all i 
as one might, at first, imagine. Ambiguity arises from two 
causes : either from a wrong choice of words, or a wron^ 
collocation of them. Of the choice of words, as &r aa re* 
garda perspicuity, we have already spoken. Of the collo- 
cation of them we are now to treat. From the nature ef 
our language, a leading rule in the arrangement of our sea- 
tences is, to place the words or members most nearly rekled^ 
as near to each other in the sentence as possible ; so aa ib^ 
make their mutual relation evident. This rule is too oAett 
neglected, even by good writers. A few instances will AoWp 
both its importance and its application. 

First,in the position of adverbs, which are used to qoali^ 
the signification of something which either precedes or fol- 
lows them, a good deal of nicety is to be observed. * B]r 
greatness,* says Mr. Addison, * I do not only mean tm 
bulk of any single object, but the largeness of a wh(^ 
view.'* Here the place of the adverb cm2y, renders it a 
limitation of the following word, mean. * I do not onljr 
mean.' The question may then be asked. What does he 
more than meap ? Had he placed it after bulk^ still it woukl 
have been wrong. ' I do not mean the bulk only of any 
single object.' For he might then ask. What does he meaB 
more than the bulk ? Is it the color ? Or any other property? 
Its proper place, undoubtedly, is, dler the word object* 
* By greatness, I do not mean the bulk of any single ODJect 
only ;' for then, when we put the question. What more does 
he mean than the bulk of a single object ? The answer 
comes out exactly as the author intends, and gives it; ' Thia 
largeness of a whole view.' ' Theism,' says Lord Shaftea* 
bury, <can only be opposed to polytheism, or atheism*' it 

* Spectator, No. 412. 

" ■ ■ ■ - I I II I— — ■— 1— — » 

What fhoold be avcnded with the greatest care; and why 1 From what 
two causes does ambiguitj arise? Of which have we already spoikea ; 
and of which are we now to treat 1 Fram the nature of oar kngoase, 
whftt is a leading rule in the arrangement of our sentences^ and of tS» 
role what is remarked 1 In the first place, in the position of what adverbs, 
is ft good deal of nioetjr to be observed? What ezam]^ is given to.illo** 
tiate this remark ; and what is observed of it 1 Where is itsfcoper piaee | 
and why 1 What instance isgiven from Lord Shafiasboiy ; and what is 
remarked of it 1 
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may be adked, tlien, ib theiflin capable of nothing else^ but 
being opposed to polytheism, or atheism T This is what the 
words literally import, through the wrong collocation of 
mdy. He should have said, * Theism can be opposed only 
lo pcdytheiffln or atheism.' In oonversation, such innecu* 
zneiesmay have no material inconvenience, because the tone 
and empaasis used in pronouncing them, generally serre to 
show their reference, and to make the meaning clear* But, 
in writing, where a person speaks to the eye, and not to the 
ear, he ought to be mere accurate; and so to connect 
tliose-adverbtf with the words which they qualify, as to put 
his meaning out of doubt, upon the first inspection. 

Secondly, when a circumstance is interposed in the middle 
of a sentence, it sometimes requires attention, to place it, so 
as to divest it of all ambiguity. For instance, ' Are these 
designs,' says Lord Bolingbroke, ' which any man^who is 
bom a Briton, in any circumstances, in any situation, ought 
to be ashamed or afraid to avow ?'* Here we are left at a 
loss, whether these words, ' in any circumstances^ in any 
miuaiionf* are connected with ' a man bom a Briton, in any 
circumstances, or situation,' or with that man's 'avowing his 
designs, in any circumstances, or situation, into which he 
may be brought ?' If the latter, as seems most probable, 
was intended to be the meaning, the arrangement should 
have been thus : * Are these designs, which any man who* 
is bom a Briton, ought to be ashamed or afraid, in any cir- 
cumstances, in any situation, to avow V 

Thirdly, still more attention is required to the proper dis* 
position of the relative pronouns, loAo, which^ what^ whose ; 
and of all those particles which express the connection of the 
parts of speech with one another. As all reasoning depends 
upon this connection, we cannot be too accurate with regard 
to it. A small error may obscure the meaning of tbe wnole* 
sentence; and even where the meaning is apparent^ yet 

* Diasert on Puties, Dedicat 



Why maj suoh iniiorafadM liavfe no material ineonvMiknee ki coixvtp* 
■atioii ; btil of them in writing what m remariied 1 In the second p)ac^ 
what MDMtlmee iei|Hirai attention; and to illustrate thk nmaric, what 
exunple is gWen firom Lord Bohngbrokel Hefe, aboi]^hat are we Mt 
ai awes; and if the latter was intended to be the meaning, bowshiilid i^ 
have been arrai^^ t In the third place, to what is still mom attention^ 
mjuirad % As «U leasoning de|jends upon this eoiuiectio% what follows } 

and why 1 

8* 
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bishop Tillotsoii)' says an author of the HistOiy of Englaiidf 
* died in this year. He was exceedingly beloved both bv 
king William and queen Mary, who nominated Dr. Temu* 
son, Bishop of Lincoln, to succeed him.' Who would 
expect the latter part of this sentence to follow, in consequence 
of the former ? ' He was exceedingly beloved by both kiagf 
and queen,' is the proposition of the sentence ; we look for 
some proof of this, or at least something related to it to fol«* 
low ; when we are on a sudden carried off to a new propo* 
sition, ' who nominated Dr. Tennison to succeed him,* 
The following sentence, from a translation of Plutarch, is 
still worse : * Their march,' says the author, speaking of 
the Greeks under Alexander, * was through an uncultimted 
country, whose savage inhabitants &red hardly, having no 
other riches than a breed of lean sheep, whose flesh was 
rank and unsavory, by reason of their continued feeding 
upon sea fish.' Here the scene is changed again and 
again. The march of the Greeks, the description of the 
inhabitants through whose country they passed, the account 
of their sheep, and the reason that they were ill tasted food* 
form a jumble of objects, slightly related to each other, 
which the reader cannot, without much difficulty, compre*' 
hend under one view. 

A third rule for preserving the unity of sentences, is, to 
keep clear of all parentheses in the middle of them. These 
may, on some occasions, have a spirited appearanoe ; as 
prompted by a certain vivacity of thought, which can glance 
happily aside, as it is going along. But, for the most part, 
their effect is extremely bad ; being a perplexed method of 
disposing of some thought, which a writer wants art to 
introduce into its proper place. Inaccuracies of this kind 
occur so frequently among incorrect writers, that it is not 
necessary to introduce any instances. 

We shall add only one rule more for the unity.of a sen* 
tence, which is to bring it always to a full and perfect close. 
Every thing that is one, should have a beginning, a middle, 
and an end. It need hardly be observed, that an unfinished 

What sentence follows from a translation of Plutarch; and what w !«• 
marked of it 1 What is the third rule for preserving the unity of sen* 
tences 1 Why may these, on some occasions, have a spirited appearanoe | 
but why is their effect, for the most part, extremely bad 1 Of the fir^uent 
occurrence of inaccuraciss of this kind, whatsis remarked 1 What 
farther rule, only, is added for the unity of a sentence ; and why 1 What 
ne«d haiidfy be observed; but what do we very^ofteo meet witkl 
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aentence is no sentence at all, accordingf to any grammatical 
rale. But we very often meet with sentences that are more 
than finished. When we have arrived at what we expected to 
be the conclusion, when we have come to the word on which 
the mind is naturally led, by what went before, to rest ; unex- 
pectedly some circumstance pops out, which ought to have 
oeen omitted, or to have been disposed of elsewhere. Thus, 
for instance, in the following sentence, jfrom Sir William 
Temple, the adjection to the sentence is entirely foreign to it« 
Speaking of Burnet's Theory of the Earth, and Fontenelle's 
Plurality of Worlds : * The first,' says he, * could not end 
his learned treatise without a panegyric of modern learning, 
in comparison of the ancient ; and the other, falls so grossly 
into the censure of the old poetry, and preference of the new, 
that I could not read either of these strains without some 
indignation ; which no quality among men is so apt to raise 
in me as self-sufficiency.' The word 'indignation,' should 
have concluded the sentence ; for what follows is altogether . 
new, and is added after the proper close. 



How 18 this remark illuitrated 1 What instanel is given firom Sir 
"Vl^fiMii Temple ? What word should have concloded the senleoce : and 
whyl 
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LECTURE XII. 

STRUCTURE OF SENTENCES. 

Having treated of perspicuity and unity, we proceed to 
the third quality of a correct sentence, which is termed 
strength. By this, is meant, such a disposition of the 
several words and members, as shall bring out the sense to 
the best advantage ; as shall render the impression,- which 
the period is designed to make, most full and complete ; and 
give every word, and every member, its due weight and 
force. To the production of this effect, perspicuity and 
unity are, no doubt, absolutely necessary ; but still more is 
requisite. For a sentence may be clear enough; it may 
also be sufficiently compact, or have the requisite unity ; and 
yet, by some unfavorable circumstance in the structure, if 
may fail in that strength or liveliness of impression, which 
a more happy arrangement would have produced. 

The first rule which we shall give for promoting the 
strength of a sentence, is, to divest it of all redundant 
words. These may, sometimes, be consistent with a con* 
siderable degree both of clearness and unity ; but they are 
always enfeebling. It is a general maxim, that, whatever 
can be easily supplied in the mind, is better left out in the 
expression. Thus : ' Content with deserving a triumph, he 
deserved the honor of it,' is better than to say, * Being coin* 
tent with deserving a triumph, he refused the honor of it.* 
It is certainly, therefore, one of the most useful exercises of 
correction, upon reviewing what we have written or com- 
posed, to contract that round-about method of expression^ 
and to lop off those useless excrescences, which are com* 
monly found in a first draught. But we must be careful not 
to run into the opposite extreme, of pruning so closely, as 



What is the third quality of a correct aentenoe; and hy thb what it 
meant 1 To the production of this effect, why is something more than 
perspicuity and unity requisite ? What is the first nde given for the pro- 
motion of the strength of a sentence; and of these what is remarked 1 
What is a general maxim; and of it what illustration is given 1 What, 
therefore, is one of the most useful exercises of conrectimi ? Bui about 
what must we be careful; and why 1 
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to gire a hardness and dryness to the style. Some leaTes 
must be left to surround and shelter the fruit. 

As sentences should be cleared of redundant words, so 
also, they should not contain redundant members. As every 
word ought to present a new idea, so every member ought 
to contain a new thought. Opposed to this, stands the fault 
we sometimes meet with, of the last member of a period, 
being no other than the echo of the former, or the repetition 
of it in a different form. For example, speaking of beauty, 
• The very first discovery of it,' says Mr. Addison, 
'strikes the mind with inward joy, and spreads delight 
through all the Acuities.' And elsewhere, ' It is impossi- 
ble for us to behold the divine works with coldness or 
indifference, or to survey so many beauties, without a secret 
^satisfaction and complacency.'* In both these instances, 
little or nothing is added by the second member of the sen« 
tence to what was already expressed in the first ; and though 
the free and flowing manner of such an author as Mr. Addi- 
son, may palliate such negligences ; yet, in general, it holds, 
that style, freed from this prolixity, appears both stronger 
and more beautiful. 

The second direction for promoting the strength of a sen^ 
tence, is, to attend particularly to the use of copulatives, 
relatives, and all the particles employed for transition and 
connection. These little words, hut, and, which, whose, 
where, d&c. are frequently the most important words of any ; 
they are the joints or hinges upon which all sentences turn, 
and of course, much, both of their gracefulness and strength, 
must depend upon such particles. Some observations on 
this subject, which appear to be worthy of particular remem- 
brance, shall here be noticed. . ' 

What is termed the splitting of particles, or separating a 
pre^sition from the noun which it governs, is always to be 
avoided. As if we should say, * Though virtue borrows 
no assistance from, yet it may often be accompanied by, the 

. • Spectator, Nos. 413 and 413. 



Asflentences should be cleared of redundant words, so, jalso, what should 
they not contain ; and as every word ought to present a new idea, so, what 
fi>now8 7 Opposed to this stands what &ult; and as iilustralives of this 
remark, what examples are given ? Of both these instances, what i« 
observed; and what remark follows 7 What is the second ifinction for 
promoting the strength of a sentence 1 Of these little words, ind, and, 
vhich, &C., what is remarked 1 Of what is termed the splitting of particles, 
what is observed ; what example is given ; and what is ita efiect 1 
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advantages ,of fortune.' In such instances, we feel a sort 
of pain, from the revulsion, or violent separation of two 
things, which, by their nature, should be closely united. 

The simplicity of style is much injured by the unnecessary 
multiplication of relative and demonstrative particles : thus, 
if a writer should say, ' There is nothing which disgusts 
me sooner than the empty pomp of language ;' he would 
express himself less simply than if he hkd said, ' Nothing 
disgusts me sooner than the empty pomp of language.'* 
The former mode of expression, in the introduction of a 
subject, or in laying down a proposition to which particular 
attention is demanded, is exceedingly proper ; but, in the 
ordinary current of discourse, the latter is to be preferred. 

With regard to the omission or insertion of the relative^^ 
we shall only observe, that in conversation and epistolary' 
writing, it may be often omitted with propriety ; but in com- 
positions of a serious and dignified kind, it should constantly 
be inserted. 

With regard to the copulatire particle, andf which occurs 
80 frequently in all kinds of composition, several obser- 
vatrons are to be made. First, it is evident, that the unne- 
cessary repetition of it enfeebles style. It has the same sort 
of effect, as the frequent use of the vulgar phrase, and so^ 
when one is telling a story in common conversation. The 
following sentence from Sir William Temple, will illustrate 
this remark. He is speaking of the refinement of the 
French language: *The academy set up by Cardmal 
Richelieu, to amuse the wits of that &se and country, and 
divert them from raking into his politics and ministry* 
brought this into vogue ; and the French wits have, for this 
last age, been wholly turned to the refinement of their style 
and language ; and, indeed, with such success, that it can 
hardly be equalled, and runs equally through their verse and 
their prose.' Here are no fewer than eight ands in one 
sentence. This agreeable writer too often makes his s^i- 
tences drag in this manner by a careless multiplication of 
copulatives. 

Bv the mmeoesBaxy multiplication of what, ia the simplicity of style, also, 
much injured ; and what example is given 1 Where is the former mode of 
expression proper; and where noil With regard to the omission and 
insertion of the relative, what, only, is observed 1 With regard to the 
copulative artd^ what is the first observation made ; and as what, has it 
the same effect 1 What sentence wiU. illustrate this remai^ ; and of what 
is he speaking ? Here are how many anda ; and what remark follows 1 
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But in the next place, it is worthy of observation, that, by 
dropping the conjunction, we often mark a closer connection, 
a quicker succession of objects, than when it is inserted 
between them. ' Veniy vidi^ vici,^ — ' I came, I saw, I 
conquered,' expresses with more spirit, the rapidity and 
quick succession of conquest, than if connecting particles 
had been used. When, however, we desire to prevent a 
quick transition from one object to another, and when we 
are enumerating objects which we wish to appear as distinct 
from each other as possible, copulatives may be multiplied 
with peculiar advantage. Thus Lord Bolingbroke saySt 
with elegance and propriety, • Such a man might fall a vie* 
kim to power ; but truth, and reason, and liberty, would fall 
with him.' In the same manner Cssar describes an en- 
gagement with the Nervii ; * The enemy, having easily beat 
off, and scattered this body of horse, ran down with incredi- 
ble celerity to the river ; so that, almost at one moment of 
time, they appeared to be in the woods, and in the river, and 
in the midst of our troops.' 

A third rule for promoting the strength of a sentence, is, 
to dispose of the capital word or words, in that place of the 
sentence, where they will make the fullest impression. That 
sUbh capital words there are in every sentence, on which the 
meaning principally rests, every one must see ; and that 
these woras should possess a conspicuous and distinguished 
place, is equally plain. Perspicuity, then, is the first thing 
to be studied ; and the nature of our language allows no 
great liberty in the choice of collocation. In general, the 
important words are placed in the beginning of the sentence. 
Thus Mr. Addison : ' The pleasures of the imagination, 
taken in their full extent, are not so gross as those of sense, 
nor so refined as those of the understanding.' This, indeed, 
seems the plainest and most natural order, to place that in 
the front which is the chief object of the proposition we are 
laying down. Sometimes, however, when we purpose 

But in the next place, of dropping the conjunction, what is observed ; and 
fay what example is this iUustratedl When, however, may copulatives be 
multiplied with peculiar advantage ; and what examples are eiven from 
Lord Bolingbroke, and from Cssai ? What is the third tuTe for pro- 
moting the strength of a sentence ; and of such capital words, what is 
obtovedl Here, ythtX is the first thing to be studied ; and of our Ian- 
goage, in this respect, what is remarked 1 In general, where do we place 
ttke most important words : and what illustration follows 1 Though this 
teems the most natural oraer, yet what is sometimes requisite \ and what 
illiiitnjtion is given I 

9 
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givinff weight to a sentence, it is proper to suspend the 
meaning for a while, and then to bring it out full at the close : 
* Thus,' says Mr. Pope, * on whatever side we contemplate 
Homer, what principally strikes us, is, his wonderful 
invention.' 

The Greek and Latin writers had a considerable advan* 
tagc over us in this part of style. By the great liberty of 
inversion which their languages allowed, they could choose 
the most advantageous situation for every word ; and had it 
thereby in their power to give their sentences more force. 
Milton, in his prose works, and some other of our old 
English writers, endeavored to imitate them in this. But the 
forced constructions which they employed, produced ob- 
scurity; and the genius of our language, as it is now 
written and spoken, will not admit such liberties. Mr. Gor- 
don, who followed this inverted style, in his translation of 
Tacitus, has sometimes done such violence to the language, 
as even to appear ridiculous ; as in this expression : * Into 
this hole thrust themselves, three Roman senators.' How- 
ever, within certain bounds, and to a limited degree, our 
language does admit of inversions; and they are practised 
witn success by the best writers. For example ; Mr. Pope, 
speaking of Homer, says, * The praise of judgment Virgil 
has justly contested with him, but his invention remains yet 
unrivalled.' ^y v .^ ^ 

A fourth rule for constructing sentences -with proper 
strength is, to make the members pf them go on riiSing an4 
growing in their importance above one another. This sort 
of arrangement is called a climax, and is always considered 
as a beauty in composition. Why it pleases, is abundantly 
evident. In all things, we naturally love to ascend to what 
is more and more beautiful, rather than to follow the retro- 
grade order. Having had once some considerable object 
set before us, it is with pain we are pulled back to attend to 
an inferior circumstance. * Cavendum est,' says duin- 
tilian, *ne decrescat oratio, et fortiori subjungatur aliquid 

— ■ - -■ — ■ ■ _ - - ■ . — — , ■ — . ., — — ^ , ^^^ 

What advantage had the Greeks and Latins over ns in this part 
of style 1 Who have endeavored to imitate them in this; how did 
they succeed; and why? What illustration is given from Gordon's 
translation of Tacitus 1 What remark follows; and what examfdt 
is given from Mr. Pope"} What is the fourth rule fof constructing senr 
tences with proper strength ? What is this sort of arrangement called ; 
and what is ot)served of iti Why does it please; and ivdiat sayt 
dnintilian on this subject 1 
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i lafinniita/* When a sentence consists of two members, the 
longest shouldy in general, be the concluding one. Hence 
the pronunciation is rendered more easy ; and the shortest 
member of the period being placed first, we carry it more 
readily in our memory as we proceed to the second, and see 
the connection of the two more clearly. Thus, to say, 
* When our passions have forsaken us, we iSatter ourselves 
with the belief that we have forsaken them,' is both more 
graceful and more clear, than to begiu with the longest part 
of the proposition : * We flatter ourselves with the belief, 
that we have forsaken our passions, when they have forsaken 
us.' In general, it is always agreeable to find a sentence 
rising upon us, and growing in its importance to the very 
Jast word, when this construction can be managed without 
aflectation, or unseasonable pomp. * If we rise yet higher,' 
says Mr. Addison, very beautifully, * and consider the fixed 
stars as so many oceans of flame, that are each of them 
attended with a different set of planets ; and still discover * 
new firmaments and new lights, that are sunk farther into 
those unfathomable depths, of aether ; we are lost in such a 
labyrinth of worlds, and confbunded with the magnificence 
ana imm^isity. of nature. 't 

I A fiflh rule for the strength of sentences is, to avoid con- 

cluding them with an adverb, a preposition, or any incon* 
fiiderable word. Such conclusions are always enfeebling 
and degrading. There are sentences, however, where the 
stress and significancy rest, chiefly, upon words of this kind. 
In this case they are not to be considered as circumstances, 
but as the capital figures ; and ought, in propriety, to have 
the principal place allotted them. No &ult, for instance, can 
be fi)imd with this sentence of Bolingbroke : * In their pros- 
perity, my friends shall never hear of me ; in their adversity, 
always ;' where never and always^ being emphatical wor(&y 

* We must take caie that oar composition shall not fall off, and that a 
weaker expiesoon shall not follow one of greater strength. 
t Spect No. 420. 



When a sentence consists of two members, which should he pkoed 
first; and whyl What oonstractbns illustrate this remark? In ge- 
nenu, what is always agreeable; and what examine of it is given mm 
Mr. Addiran 1 What is the fifth rule for the strength of sentences 1 
There are sentences, however, of what sort ; in this case how are they 
to be conaidered ; and what follows 1 What instance is given firom 
BoHngbrdke ; and heie of never i^M^^^^what is remarked 1 
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are so placed, as to make a strongs impression. But wk^n 
tbose inferior parts of speech are introduced as circumstances, 
or as qualifications of more jusportant words, they should 
invariably be disposed of in the least conspicuous parts of 
the period ; and so classed with other words of greater 
dignity, as to be kept in their proper secondary station. 

Agreeably to this rule, we should always avoid concluding 
with any of those particles, which mark the cases of nouns ; 
as o/, to, from^ with^ by. For instance, it is much better to 
say, * Avarice is a crime of which wise men are often guilty,' 
than to say, ' Avarice is a crime which wise men are often 
guilty of.' This kind of phraseology all correct writers 
endeavor, with the greatest care, to avoid. 

For the same reason, verbs which are used in a compound 
sense, with some of these prepositions, are likevdse ungrace- 
ful conclusions of a period ; such as bring aJbout, lay hold 
of, come over to, clear up, and many others of the same 
kind : instead of which, if we can employ a simple verb, k 
always terminates the sentence virith more strength. EveA 
the pronoun it, especially when joined with some of the pre- 
positions, as, with it, in it, to it, cannot, without a violatioa 
of grace, be the conclusion of a sentence. Any phrase 
which expresses a circumstance only, always brings up the 
rear of a sentence with a bad grace. Circumstances, are» 
indeed, like unshapely stones in a building, which tnr the 
skill of an artist, where to place them with the least ofienee« 
We should carefully avoid crowding too many of them 
together, but rather intersperse them in different parts of the 
sentence, joined with the principal words on which they 
depend. Thus, for instance, when Dean Swift says, •What 
I had the honor of mentioning to your Lordship, seme time 
ago, in conversation, was not a new thought.'* These two 
circumstances, sometime ago, and in conversation, which 
are here joined, would have been better separated thus : 

* Letter to the Earl of Oxford. 

But when should they be diapofled of in the least conspicuoas parts of the 
period ; uid should they be classed with other words 1 Agreeably to tiii» 
rule, with what should we always avoid ooncluding '? What example is giv- 
dn ; and of thiskuod of phraseolog^r, what is remarked 1 For the same reaaoii 
what verbs are ingraceful conclusions to a period ; and why 1 Of the pro- 
noun t^, as a eonduding word, what is remarked ; and of any phrase wnidi 
expresses a circumstance only, what is observed 1 Circumstances are like 
what ; and what is farther remarked of them 1 To illustrate this lemaik, 
what example is given from Dean Swifl ; and how shoold the drcvni- 
etances have been placed 1 
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* What I had the honor, some time ago, of mentioning to your 
Lordship in conversation/ 

The last rale which we shall mention relating to the 
strensfth of a sentence is, that in the members of it, where 
two things are compared or contrasted to each other ; where 
either a resemblance or an opposition is designed to be ex- 
pressed ; some resemblance in the language and construction 
ought to be observed. The following passage from Pope's 
preface to his Homer, beautifully exemplifies the rule we 
are now giving. ' Homer was the greater genius ; Virgil* 
the better artist ; in the one, we must admire the man ; in 
the other, the work. Homer hurries us with a commanding 
impetuosity ; Virgil le^ds us with an attractive majesty. 
Homer scatters with a generous profusion ; Virgil bestows 
.with a careful magnificence. Homer, like the Nile, pours 
out his riches with a sudden overflow ; Virgil, like a river 
in its bank, with a constant stream. And when we look 
upon their machines, Homer seems like his own Jupiter in 
his terrors, shaking Olympus, scattering the lightnings, and 
firing the heavens ; Virgil, like the same power, in his 
benevolence, counselling with the gods, laying plans for 
empires, and ordering his whole creation.* Periods of this 
kind, when introduced with propriety, and not too frequently 
repeated, have a sensible and attractive beauty : but if such 
a construction be aimed at in all our sentences, it leads to a 
l^sagreeable uniformitA and produces a regular jingle in 
tile period, which ^res the ear, and plainly discovers affec- 
tation. 



Wluii Is the last nde neBtioned rekAiiig to the strength of a aentenoel 
Repeat the pasBHee frcMu Popc^ which beautifolly exemplifies this fufe. 
Wtieii ha^re periods of this kind a sensible beauty ; but if such a conatroo* 
tioo he i^med at in all our sentences, what will be its effecti 
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LECTURE XIII. 

STRUCTURE OP SENTENCES— HARMONY. 

Having hitherto treated of sentences, with respect to 
their meaning, undeij^ the heads of perspicuity, unity, and 
strengtS^we shall now consider them, with resMct to their 
sound, tflLir harmony, or agreeableness to the eai;J 
f Sound is a quality much inferior to sense ; yet such as 
mast not be disregarded J For, as long as sounds are the 
rehicle of conveyance for our ideas, there will be always a 
very considerable connection between the idea which is con- 
veyed, and the nature of the sound which conveys it. 
Pleasing ideas can hardly be transmitted to the mind by 
means of harsh and disagreeable sounds. The imagination 
revolts as soon as it hears them uttered. ' Nihil,* says 
Cluintilian, * potest intrare in affectum, quod in auri, velut 
quodam vestibulo, statim offendit.'* 

In the harmony of periods, two things may be considered* 
First, agreeable sounds, or modulation in general, with* 
out any particular expression : Next, the sound so ordered 
as to become expressive of the sense. The first is the more 
common ; the second the higher beauty. 

The beauty of musical construction will, evi<fently, de« 
pend upon two things — ^the choice of words, and the arrange^- 
ment of them. On the choice of words there is not much 
to be said, unless we were to enter into a tedious detail of 
the powers of the several letters, or simple sounds, of which 
speech is composed. Those words are, doubtless, most 
pleasing to the ear, which are composed of smooth and 
liquid sounds, where there is a proper intermixture df vow- 

* Notlung can enter into the afiectionsj which stumbles at the thieshold 
1^ ofiending the ear. 

Under what three heads have we hitherto treated of aentenoes| and 
with respect to what, are we now to consider themi Of sound wnat is 
lemarkea ; and whv must it not be disKgarded ? Through what can 
pleasing ideas hardly be transmitted ; why ; and what says Quintilian ? 
In the harmony of periods, what two things may be comddered ; and what 
IS observed of them ? Upon what two thm^ will the beauty of musieal 
construction depend 1 On the choice of words, without wliat detaH, Is 
there not much to be saidi What words are most pleasingto theearl 
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els and consonants ; without too many harsh consonants 
•nibbing against each other ; or too many open rowels in 
succession, to cause a hiatus, or disagreeable aperture of 
the mouth. It may always be assumed as a principle, that 
whaterer sounds are difficult in pronunciation, are, in the 
same proportion, harsh and painful to the ear. Long words 
are commonly more agreeable than monosyllables. They 
please the ear by the composition, or succession of sounds 
which they present to it ; and accordingly the most musical 
languages abound most in them. Of long words, those are 
the most musical, which are not wholly composed, either of 
limg or short syllables, but of an intermixture of them ; such 
as repent^ prodtme^ velocity^ independent^ impetuosity. 

Though the words, however, which compose a sentence 
be ever so well chosen, and harmonious, yet, if they be un* 
skilfully arranged, its music is entirely lost. The following 
sentence from Milton's Treatise on Education, is a remark- 
able instance of musical construction. ' We shall conduct 
you to a hill-side, laborious, indeed, at the first ascent ; but 
else, so smooth, so green, so full of goodly prospects, and 
melodious sounds, on every side, that the harp of Orpheus 
was not more charming.' Every thing in this sentence 
conspires to promote the harmony. The words are hap* 
pily chosen ; full of liquid and soft sounds ; labarioust 
mnooih, green, goodly, melodious, charming : and these 
so artfully arranged, tnat were we to alter the collocation of 
any one of them, we should be immediately sensible of the 
melody suffering. For, observe, how finely the members 
of the period swell one above another. ' So smooth, so 
gre^i' — so full of goodly prospects and melodious sounds 
en every side ;' — till the ear, prepared by this gradual rise* 
is conducted to that full close on which it rests with plea- 
sure ;— ^ that the harp of Orpheus was not more charmmg.* 

There are two things on which the music of a sentence 
chiefly depends. These are, the proper disposition of the 
several members of it ; and the close or cadence of the whole. 

First, we observe, that the distribution of the several 



What most always be assumed as a principle 7 Why do lonff words 




ftat the loUowing sentence from Milton's Treatiiw on Education. Of thk 
tmtenoe, what is remarked ; and how is this full j illustrated 1 On what 
two things does themusic of a sentence chiefly depend 1 
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members should be carefully attended to. Whatever is easy 
tand agreeable to the organs of. speech, always sounds gratei* 
iful to the ear. While a period is going on^ the termination 
of each of its members forms a pause in the pronunciation ; 
and these pauses should be so distributed as to make the 
course of tne breathing easy, and, at the same time, should 
&11 at such distances, as to bear a certain musical proper* 
tion to each other. This will be best illustrated by exam- 
ples. The following sentence is from Archbishop Tillotson : 
* This discourse, concerning the easiness of God's com- 
mands, does, all along, suppose and acknowledge the 
difficulties of the first entrance upon a religious course; 
except only in those persons who have had the happiness to 
be trained up to religion by the easy and insensible degrees 
of a pious and virtuous education.' This sentence is far 
from being harmonious ; owing chieflj to this — that there 
is, properly, only one pause in it, fallmg between the two 
members mto which it is divided ; each of which is so 
long as to require a considerable stretch of the breath in 
pronouncing it. 

Observe, now, on the other hand, the ease with which the 
following sentence, from Sir William Temple glides along, 
and the graceful intervals at which the pauses are placed. 
He is speaking sarcastically of man : ' But, God be thanked, 
his prioe is greater than his ignorance, and what he wants 
in knowledge, he supplies by sufficiency. Wh^i he has 
looked about him, as &r as he can, he concludes there is no 
more to be seen ; when he is at the end of his line, he is at 
the bottom of the ocean ; when he has shot his best, he is 
sure none ever did, or ever can, shoot better^ or beyond him* 
His own reason he holds to be the certain measure of truth ; 
and his omtu knowledge, of what is possible in nature*' 
Here, every thing is, at once, easy to the breath, and grate* 
ful to the ear ; and it is this sort of flowing measure which 
renders Sir William Temple's style always agreeable* It 
must, however, be observed, that if composition abounds, 
with sentences which have too many pauses, and these 

How doef it appear that the distrihotioii of the aeiwral memhen ihoiiU 
he caiefblly attended tol To illustrate tUs remark, what sentence k 
given fiom Tillotson ; what is observed of it, and why is it far from being 
narmoniouB 1 On the other hand, what is remarked of the following sen- 
tence ftom Sir William Temi)le ; and of what is he speaking 1 Repeal 
the passage. Here, every thing is of what character ; but what must^ 
however, be observed ? 
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pkeed at intervals too apparently measured and regular, it 
18 apt to savor of affectation. 

The next thing to be attended to, is, the close or cadence 
df the whole sentence. The only important rule that can 
De given here, is, that when we iim at dignity or elevation, 
the sound should be made to grow to the last ; the largest 
members of the period, and the fullest and most sonorous 
words, should be reserved to the -conclusion. As an ex- 
ample of this, the following sentence from Mr. Addison may 
be given. * It jfills the mind,' speaking of sight, « with the 
largest variety of ideas ; converses with its objects at the 
greatest distance ; and continues the longest in action, with-* 
cfut being tired or satiated with its proper enjoyments.* 
Every reader must be sensible of a beauty there, both in the 
proper division of the members and pauses, and the manner 
in which the sentence is rounded, and conducted to a full 
and harmonious close. 

The same thing holds in melody, that was observed to 
take place with respect to signification — that a felling off at 
the end of a sentence is very injurious. For this reason, 
particles, pronouns, and all little words, are as ungracious to 
the ear, at the conclusion, as they have already been showit 
to be inconsistent with strength of expression. The sense 
and sound have here a mutual influence on each other. That 
which hurts the ear, mars the strength of the meaning also ; 
and that which really degrades the sense, has also a bad 
sound. An author, speaking of the Trinity, has the follow- 
ing disagreeable sentence. * It is a mystery which we 
firmly believe the truth of, and humbly adore the depth of.*' 
And how easily might it be mended by this transposition ? 
* It is a mystery, the truth of which we firmly believe, and 
the depth of which we humbly adore.' A musical close itt 
our language seems, in general, to require, either the last 
syllable, or the last but one, to be a long syllable. Words 
that consist of short syllables only, as, contrary^ particular^ 

On the dose and cadence of the whole sentence, what is the only im- 
portant rule that can be given 1 As an example of this, what sentence 
from Mr. Addison is given ; and in it, of what must every reader be sen- 
able? What is equally true in melody, as in signification ; and for this 
^easoi^ what follows 1 How does it appear that the sense and sound havor 
here a mutual influence on each other 1 What illustration is given from 
an author who is speaking of the Trinity ; and how might it be corrected 1 
What does a musical close in ova language seem to require 1 Under what 
dxcumstancea do words that conast of short syllables only, oondode a 
•entenoeharmonioafllyl 



IM SENTENCES- [Lect. 13- 

retrospect^ seldom conclude a sentence harmoniously, on* 
less a succession of long syllables, before, has rendered 
them agreeable to the ear. 

It is necessary, however, to observe, that sentences so 
constructed as to make the sound always swell towards the 
end, and to rest on a long, or a penult long syllable, give a 
discourse the tone of declamation. If the melody be not 
Taried, the ear soon becomes &miliar and is clogged with it. 
To keep up the attention of the reader or hearer, and to pre- 
serve vivacity and strength in our composition, we must, 
therefore, be very attentive to vary our measure. As this 
re^rds the distribution of the members, as well as the 
cadence of the periods, sentences constructed in a similar 
manner should never follow one another. Short sentences 
should be blended with long and swelling ones, to render 
discourse sprightly, as well as magnificent. Even discord* 
abrupt soimds» and departure from regular cadence, if pro- 
perly introduced, have, sometimes, a good effect. 

Cicero is one of the most remarkable patterns of a har- 
monious style, of either ancient or modem times. His love 
of it, however, is too visible, and the pomp of his numbers 
sometimes detracts from his strength. But we may observe, 
in defence of this great orator, that there is a remarkable 
union in his style, of harmony with ease, which is always a 
great beauty ; and if his harmony be studied, that study 
appears to have cost him little trouble. 

Among our English classics, not many are distinguished 
for musical arrangement. Milton, in some of his prose 
works, has very finely turned periods ; but the writers of 
hiB age indulgeain a hberty of inversion, which would now 
be reckoned contrary to purity of style; and though this 
allowed their sentences to be more stately and sonorous, yet 
1^ gfive them too much of Latinised construction and order* 

later writers, Shaftesbury, Addison, Sir William Temple, 
and Bishop Atterbury, are the most remarkable for the 
music of their periods. 

Wbat| kowerer, ii it necessary toobserve ; uid why 1 To eflect what, 
Bust we, oonseqviently, be veiy attentive to our measure ; and what xe- 
auffk follows 1 How should sentences be blended with each other; and 
•ven what, somettmes) has a good effect 1 Of Cicero, in this respect, what 
u remarked ; but in defence of this great orator, what may we observe 1 
Id musical arrangement, what is observed of Milton ; but in what did th« 
wiiten of his age indulge; and of this, what is remarked? Of lats 
wiiten, who aie toe most xemaxkAble for the music of their peiiods 1 
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Hitherto we have treated of agreeable sounds, or modu* 
lation in general : we now proceed to a higher beauty of this 
kind — the sound adapted to the sense. Of this we may 
remark two degrees : First, the current of sound adapted 
to the tenor of a discourse ; next, a particular resemblance 
effected between some objects and the sounds that are em- 
ployed in describing it. 

First, the current of sound may be adapted to the tenor 
of a discourse. Sounds have, in many respects, a corres- 
pondence with our ideas ; partly natural, and partly the 
effect of artificial associations. Hence, any one modu- 
lation of sound continued, stamps upon our style, a certaia 
character and expression. Sentences constructed with the 
Ciceronian fullness and swell, produce the impression of 
what is important, magnificent, and sedate : for this is the 
natural tone which such a course of sentiments assumes* 
But they suit no violent passion, no eager reasoning, no 
&miliar address : these require brisker, easier, and more 
concise measures. To swell, and to let down the periods, 
'therefore, as the subject demands, is a very important rule 
in oratory. It would be as ridiculous to write a &miliar 
epistle, and a funeral oration, in a style of the same cadence* 
as to set the words of a tender love song to the air of a war* 
like march. 

But, in the next place, besides the general correspond- 
ence of the current of sound with the current of thought, a 
more particular expression may be attempted, of certain 
objects, by means of resembling sounds. This can be* 
sometimes, accomplished in prose compositions; but it is 
chiefly to be looked for in poetry ; where attention to sound 
is more demanded, and where the inversions and liberties of 
poetical style give us a greater command of soimd ; assisted, 
too, by the versification, and that cantus ohscurior^ to which 
we are naturally led in reading poetry. 

The sounds of words may be employed for representing. 



Hitherto of what have we treated; and to what do we now prooeedT 
Of this, what two degrees may we remark 1 With what have sounds, in 
many respects, a correspondence ; and hence, what follows 1 Of sentences 
constructed with the Ciceronian fullness and swell, what'is observed ; and 
what b a very important rule in oratory How is this remark illustrated 1 
But in the next place, what is observed 7 Where can this, sometimes, bo 
accomplished; but where is it chiefly to be looked for; and whyl For 
representing what three dasses of objects, may the sounds of words be. 
employed 1 
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chiefly* three classes of objects : First, other sounds ; 
seconaly, motions ; and, thirdly, the emotions and passions 
of the mind. 

First, by a proper choice of words, we may produce a 
resemblance of other sounds which we mean to describe ; 
such as the noise of waters, the roaring of winds, or the 
murmuring of streams. And it will be found, that in most 
lAi^Sr^ui^es, the names of many particular sounds are so 
formed, as to carry some affinity to the sound which they 
signify : as, the whistling' of the wind, the buz and huTii 
of insects, the hiss of serpents, the crash of falling timber ; 
and many other instances where the word has been plainly 
framed upon the sound it represents. A remarkable ex- 
ample of this beauty is found in Milton's Paradise Lost, 
where, in the one passage, he describes the sound made by 
the opening of the gates of hell ; and, in the other, that 
made by the opening of the gates of heaven. The contrast 
between the two, exhibits, to great advantage, the art of the 
poet* The first is the opening of hell's gates : 



-On a sudden, open fly 



With impetuous recoil, and jarring sound, 
Th' infernal doors ; and on tneir hinges grate 
Harsh thunder.— — 

Observe, now, the smoothness of the other: 



Heaven opened wide 
Her ever-during gates, harmonious sound, 
On golden hinges turning. 

The second class of objects, which the sound of words is 
often employed to imitate, is motion ; as it is swifl or slow, 
violent or gentle, easy, or accompanied with effort. Though 
there is no natural affinity between sound and motion, yet, 
in the imagination there is a striking one, as is evident from 
the connection between music and dancing. The poet can, 
consequently, give us a lively idea of the kind of motion 
he would describe, by the help of sounds, which correspond, 
in our imagination, with that motion. Long syllables 

*^^'— — ^— — ■' I ■ II ■ n il II I ■■ 

Finrt, by a proper choice of words, what resemblance may we produce ; 
Mid what examples are given 1 And in most lanffua^es what will be 
firand ; and what are instances ? Where is a remarkabfe instance of this 
beaoty to be fimnd ; and what is observed of it "i Repeat the passages. 
What 18 the second class of objects which the sound of words, is often on- 
ployed to imitate ; and of this, what is observed ? How can the poet, oon- 
eecraently, give us a lively idea of the kind of motion he would deeciibe; 
and what illustrations Mow 1 
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naturally give the impression of slow motion; as in the 
following line of Virgil : 

OIU inter ieaa magna vi brachia toUunt 

A succession of short syllables present quick motion to 
the mind : as, 

duadrapedafiba putrem wnita quatitungula campum. 

The works of Homer and Virgil abound with beauties of 
this kind ; but as they are so oflen quoted, and so well 
known, it is unnecessary to produce them here. 

The third set of objects, capable of being represented by 
the sound of words, are the emotions and passions of the 
mind. Between sense and sound there appears, at first view, 
to be no natural resemblance ; but if the arrangement of 
syllables, by the sound alone, calls forth one set of ideas 
more readily than another, and dis{)oses the mind to enter 
into that anection which the poet intends to raise, such 
arrangement may, with propriety, be said to resemble the 
sense, or be similar and correspondent to it. Thus, when 
pleasure, joy, and agreeable objects, are described by one 
who sensibly feels his subject, the language naturally runs 
into smooth, liquid, and flowing numbers; but brisk and 
lively sensations require the numbers to be quicker and more 
animated. 

Melancholy and gloomy subjects, naturally express them- 
selves in slow measures, and long words : as. 

In those deep solitudes and awful cells, 
Where heavenly pensive contemplation dwells. 

Abundant instances of this kind will be suggested by a 
moderate acquaintance with the good poets, either ancient 
or modem. 

Whose works abound with beauties of this kind ; bat why is it not 
naceMaiy to produce them here 1 What is the third set of objects capable 
of being represented bv the sounds of words ; and under this head, what 
oboervations are made f Thus, from the descriptions of pleasure, joy, &c., 
how is this ilhistrated 1 How do melancholy and gloomy subjects naturally 
expiess themselves ; and what example is given 1 Wluit remark feUowsl 
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LECTURE XIV. 

ORIGIN AND NATURE OF FIGURATIVE 

LANGUAGE. 

Hating finished what related to the construction of sen- 
tences, we proceed to other rules c6ncerning style. Our 
general division of the qualities of style, was into perspi- 
cuity and ornament. Perspicuity, both in single words and 
phrases, has been considered. Ornament, so. far as it arises 
from a graceful, strong and melodious construction of words, 
has also been treated of. Another, and a great branch of 
the ornament of style, is figurative language; to the "^ dis- 
cussion of which we now proceed. 

Figures, in general, always imply some departure from 
simplicity of expression ; the idea which we intend to con- 
vey, not only enunciated to others, but enunciated in a 
particular manner, and with some circumstance added, which 
18 designed to render the impression stronger and more 
vivid. When we say, for instance, *That a good man 
enjoys comfort in the midst of adversity ;' we just express 
our thought in the simplest manner possible. But when 
we say, •To the upright there arises light in darkness;' 
the same sentiment is expressed in a figurative style ; a new- 
circumstance is introduced; light is put in the place of 
comfort, and darkness is used to suggest the idea of adver- 
sity. But, though figures imply a deviation from what may 
be considered the most simple form of speech, we are not 
thence to conclude, that they imply any thing uncommon 
or unnatural. This is so iar from bedng the case, that, on 
many occasions, they are both the most natural, and the 
most common method of uttering our sentiments. It is im- 
possible to compose any discourse without using them often ; 

^ ■■ ■ II ■ I ■■■■ ■ ■ ■ I » ■■■ ■ «— ■ ■ ^^^^ — ■■■ ■■■ — — ■ - ■ I n il ■^■^—a M I I n il I ^ I ■ ■ 11 I ■ ■^■^^ 

Having finished what lelated to the construction of sentences, to what 
do we now proceed 1 What was our general division of the qualities of 
style ; and how &r have they heen, respectively, considered 1 What is 
another branch of the ornament of style ? What do figures, in general, 
always imply 1 What instance of illustration is ^ven ; and what is re> 
marked of it? But, though figures imply a deviation from the most sim- 
ple form of speech, what are we not thence to conclude ; and why 1 How 
IS this illustrated ? 
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indeed there are few sentences of any length, in which 
some expression or other, that may be termed a figure, doea 
not occur. That which has drawn the attention of critics 
and rhetoricians so much to these forms of speech, is, that 
in them they remarked much of the beauty and the force of 
langpiage to consist ; and found them always to bear some 
characters, or distinguishing marks, by the help of which 
they could reduce them under separate classes and heads. 
To this circumstance, perhaps, they owe the name of 
figures. 

Figures may be defined to be that language which is 
prompted either by the imagination, or by the passions. 
They are generally divided, by rhetoricians, into two great 
classes — figures oi words, and figures of thought. The 
former are commonly called tropes, and consist in a word's * 
being employed to signify something that is different from 
its original meaning ; so that, if the word be altered, the 
figure is destroyed. Thus, in the instance before given ; 
* Light ariseth to the upright in darkness.' Here the trope 
consists in * light and darkness,' not being taken literally, 
but intended to express comfort and adversity ; to which con- 
ditions of life they are supposed to bear some analogy or 
resemblance. The other class, called figures of thought, 
supposes the words to be used literally, and the figure to 
consist in the sentiment only ; as is the case in exclamations, 
interrogations, apostrophes, and comparisons ; where, 
though the words be varied, or translated from one language 
into another, the same figure is, notwithstanding, still pre- 
served. This distinction is, however, of small importance, 
since practice cannot be assisted by it ; nor is it, in itself, 
always very clear. 

The first cause of the invention of tropes, was the barren- 
ness of language. The operations of the mind, and of the 
afiections, in particular, are, in most languages, described 
by words taken from sensible objects. The reason of this 



What, then, haf 4rawn the attention of critics and rhetoricians so much 
to these forms of speech ; and to this circumstance what do they owe 1 
How ma^ figures he defined ; and how ate they generally divided? What 
are the former commonly called ; and in what do they consist 1 What 
ifiustration follows ? What does the other class suppose ; as is the case in 
what ; and of them, what is remarked 1 Why, however, is this distinction 
of small importance 1 What was the first cause of the invention of 
tiopes 1 How are the operations of the mind, and afTections, in most Ian* 
gaages, described ; and what is the reason of this 1 
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18 manifest : the names of sensible objects were, in all lan- 
guages, the words earliest introduced ; and were, by degrees, 
extended to those mental objects, of which men had more 
obscure conceptions, and to which they found it more difficult 
to assign distinct names. They borrowed, therefore, the 
name of some sensible idea, where their imagination found 
an affinity. Thus, we speak of a piercing judgment, and 
a clear head ; a soft or a hard heart ; a rough or a smooth 
behavior. We speak, also, of being injlamed by anger, 
warmed by love ; swelled with pride, melted into grief; and 
these are almost the only significant words which we have 
for such ideas. 

But, though the barrenness of language be one cause of the 
invention of tropes, yet it is not the only source of this form 
of speech. Tropes have arisen more freauently from the 
influence which imagination possesses over language. The 
imagination never contemplates any one idea as single and 
alone, but as accompanied by other ideas, which may be 
considered as its accessaries. These accessaries often affect 
the imagination more than the principal idea itself. They 
are, perhaps, in their nature more agreeable, or more 
familiar to our conceptions ; or remind us of a greater 
variety of important circumstances. Hence the name of 
the accessary or correspondent idea is employed, although 
the principal has a proper and well known name of its own. 
Thus, for example, when w^e design to intimate the period 
at which a state enjoyed most reputation and glory, we 
might easily employ the proper words for expressing this ; 
but as, in our imagmation, this is readily connected with the 
flourishing period of a plant or tree, we prefer this corres* 
pendent idea, and say, * The Roman Empire flourished 
most under Augustus.' The leader of a Action is plain 
language ; but because the head is the principal part of the 
human body, and is supposed to direct all the animal 
operations, we figuratively say, * Catiline was the head of 
the party.' The word voice^ was originally invented to 
signify the articulate sound, formed by the organs of the 
mouth ; but, as by means of it, men signify their ideas and 

^ What <fid they, therefore, borrow ; and what examples are given 1 B»> 
ffdes firom the barrenness of language, from what, also, have trqpes ariaen 1 
How does the imagination always contemplate ideas; and how do these 
accessaries often aflSct it 1 What is farther obeenred of them 1 Henoe 
what follows ; and what examples of illustration are given 1 How is this 
fikzther illustrated firom tho word wrice 7 
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their intentions to each other, voice soon assumed many 
other meanings, all derived from this primary effect. Thus 
we speak of listening to the voice of conscience, the voice 
of nature, and the voice of God. 

From what has been said, the reason why all languages 
are most figurative in their early state, is manifest. Language 
is then most barren : the stock of proper names is small ; 
and, at the same time, imagination exerts e^reat influence 
over the conceptions of men, and their method of uttering 
them ; so that both from necessity and from choice, their 
speech will, at that period, abound in tropes : for the savage 
tribes of men are always much given to wonder and astonish- 
ment. Every new object surprises, terrifies, and makes a 
strong impression on their mind ; they are governed by 
imagination and passion, more than by reason ; and, con- 
sequently, their speech must be deeply tinctured by their 
genius. But as language gradually advances towards 
refinement, almost every object comes to have a proper name 
given to it, and perspicuity and precision are more stu- 
died. 

We will now proceed to show, why tropes or figures con- 
tribute to the beauty and grace of style. 

In the first place, they enrich language, and render it 
more c6pious. Hence words and phrases are multiplied 
for expressing all sorts of ideas ; for describing even the 
most minute differences — the most delicate shades and colors 
of thoughts ; which, by proper words alone, could not pos- 
sibly be expressed. 

Secondly, they bestow dignity upon style ; which, by the 
i^miliarity of common expressions, is degraded. Figurative 
language, when properly employed, has the same efiect 
upon an elevated subject, that rich and splendid apparel has 
upon a person of rank and dignity : they adapt the language 
to the tone of the subject. ^Assistance of this kind is often 
requisite in prose compositions ; and in poetry, it ih indis- 
pensable. To say • the sun rises,' is trite and common ; 



f^nnn what has been said, what is manifest; and why is this the case? 
As the savage tribes of men are always much given to wonder and as- 
tonishment, what follows 1 But when are perspicuity and precision more 
stndiedl To show what shall we now proceed 1 In the first place^ what 
is their effect ; and hence words and phrases are multiplied for what par- 
pose? In the second place, how do they improve style; and bow is this 
illustrated 1 Where is assistance of this kind often requisite ; and where, 
indispensable 1 What illustration of this remark &Uow8l 
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butt in the language of Thomson^ it becomes a inagnific«ftt 
image: 

But yonder comet the powerful king of day, 
Rejoicing in the 



In the third place, figures give us the pleasure of enjoy* 
ing two objects presented together to our view, without con- 
fusion — the principal idea, together with the accessary, 
which gives it the figurative appearance. We see one thing 
in another, as Aristotle expresses it, which is always agree- 
able to the mind. When, for instance, in place of *• youth' 
we say ^ the morning of life,' the fancy is immeaiatelv 
entertained with all the resembling circumstances which 
these two objects bear to each other. At the same instant, 
we behold a certain period of human life, and a certain 
time of the day, so connected with each other, that the 
imagination plays between them with pleasure, and contem- 
plates two similar objects in one view, without confusion. 

In the fourth place, figures afford a clearer and more 
striking view of the principal object, than could be had of it 
were it expressed m simple terms, and divested of its 
accessary idea. They exhibit the object on which they are 
employed, in a picturesque form; they can render an 
abstract conception, in some degree, an object of^ sense; 
they surround it with such circumstances, as enable the 
mind to lay hold of it steadily, and to contemplate it fully. 
* Those persons,' says Burke, * who gain the hearts of 
most people, who are chosen as the companions of their softer 
hours, and their reliefs from anxiety and care, are seldom 
persons of shining qualities, or strong virtues : it is rather 
the sofl green of the soul, on which we rest our eyes, that 
are fatigued with more glaring objects.'* Here, by a happy 
allusion to a color, the whole conception is convoyed clear 
and strong to the mind in one word. By a well chosen 
figure, conviction even, is assisted, and the impression of a 
truth upon the mind made more lively and forcible than it 

* Treatise on the SuMime and BeantifuL 
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In the third place, figures give us the pleasure of enjoying what ; and what 
remark fellows 1 From the word youthy and the pkrase, the morning of ItfCf 
how is this illustrated 1 In the fourth place, what is their effect ; and how is 
this remark illustrated 1 What beautiful example is given firom Mr. 
Burke ; and what is remarked of iti By a well chosen figure, what effect 
is produced upon conviction: and what illustratioa is given firom Dr. 
Young 1 ' • 
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inroidd otherwise be. Thus, in the fullowing paasage of Dr. 
IToong : ' When we dip too deep in pleasure, we always 
stir a sediment that renders it impure and noxious.' An 
image that presents so much resemblance between a moral 
and a sensible idea, seems like an argument from analogy, 
to enforce what the author asserts, and to produce conviction. 

Whether we desire to raise sentiments of pleasure or 
aversion, we can always heighten the emotion by the figures 
which we introduce; leading the imagination to a train, 
either of agreeable or disagreeable, of exalting or debasing 
ideas, correspondent to the impression which we seek to 
make. When we wish to render an object beautiAil, or 
magnificent, we borrow images from all the most beautiful 
or splendid scenes of nature ; we thereby naturally throw 
a lustre over our object ; we enliven the reader's mmd, and 
dispose him to go along with us, in the gay and pleasing im- 
pressions which we give him of the subject. 

Having thus explained the origin, the nature, and the 
effects of tropes, we shall next proceed to the several kinds 
and divisions of them. All, however, that is proposed in 
this lecture is to give, in a few words, a general view of the 
several sources whence^ the tropical meaning of words is 
derived : after which we shall, in subsequent lectures, de- 
scend to a more particular consideration of some of the most 
important of them, and such as are in most frequent use ; 
in treating of which, we shall endeavor to give all the 
instruction that may be necessary, concerning the proper 
«Bployment of figurativ<& language, atd ]point oUt the errors 
and abuses which are apt to be committed in this part of 
style. 

All tropes being founded on the relation which one object 
bears to another, the name of the one can be substituted for 
that, of the other ; and by this means, the vivacity oi the idea 
is generally intended to be increased. Of these relations, 
the relation between a cause and its effect, is one of the first 

What is the e^ect of such an image as is here presented 1 
Whether we desire to raise sentiments of pleasure or aversion, how can 
we always heighten the emotion hy the figures which we introduce; 
and how is mis illustrated 1 Having thus explauied the origin, the 
natttiie, and the effect of tropes, to what diall we next proceed 1 What; 
only, however, is proposed in this lecture; after which, in safaeequent 
leettueswhat shall be donel As all tropes are founded on the xdation 
which one object bears to another, what follows ; and by this means what 
is intended to be increased) Of these relations, which is one of the first 
and most obvioNis? 
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and most obvious. Hence, in figurative langua^fe, the cause 
is put for the effect. Thus, Mr. Addison, writing of Italy, 
says: 

BloMoma^ and fhiitis and flowera, together rise, 
And the wliole year in gay confusion lies. 

Here the * whole year,* is plainly intended to signify the 
effects or productions of all the seasons of the year. The 
effect is dso often put for the cause ; as • gray hairs' for 

• old age,' which produces gray hairs ; and * shade,' for 

* trees,' which cause the shade. The relation which subsists 
between the container and the thing contained, is, also, so 
intimate and obvious, as naturally to give rise to tropes : 



-Ille impiger hausit 



Spumantem pateram, et pleno se proluit auro ; 

Where every one sees that the cup and the gold are put for 
the liquor that was contained in the golden cup. In the 
same manner, the name of a country is often used to denote 
the inhabitants of that country ; and to pray for the assist* 
ance of Heaven, is the same as to pray for the assistance of 
God, who is supposed to reside in heaven. The relation 
between a sign and the thing signified, is another source of 
tropes. Hence, 

Cedantarmatogs; concedat laurea linguie. 

The * toga' being the badge of the civil professions, and the 
* laurel' of military honors, the badge of each is put for the 
civil and military characters themselves. To * assume the 
sceptre,' is a common phrase for enterin? on royal authority. 
To tropes, founded on these several relations of cause and 
eflect, container and contained, sign and thing signified, is 
given the name Metonymy. 

When the trope is founded on the relation between an 
antecedent and a consequent, it is called a Metalepsis ; as 
when the Romans used to say, * fuit,' or * vixit,' to signify 

HJenee what IbUows ; and what example is given 1 Here * the whole yew,' 
ifl intended to signify what 1 What instances are mentioned in which tibe 
e&et is put for the cause 1 Of the relation between the container and 
the thing contained, what is remariced ; what example is given, and what 
kobserrod of ttl What is another source of tropes; what is the exam- 
pfe ; and what is lemarked of it 1 What other examples of tro^ of the 
same kind are mentioned ; and to all these what general name is giveni 
WhsnisatiopecaUed a metalepsis; and what is die example 1 
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that one was dead. ' Fuit Ilium et ingens gloria Darda- 
nidum,' signifies, that the glory of Troy is now no more. 

"When the whole is put for a part, or a part for the whole ; 
a g-enus for a species, or a species for a genus ; the singular 
numher for the plural, or the plural for the singular ; in 
greneral, when any thing more, or any thing less, is put for 
the precise ohject meant, the figure is then called a S3rnec- 
doche. It is very common, for instance, to say, < a fleet of 
so many sail,* in the place of * ships ;' or to use the * head* 
for the * person,* the * pole* for the • earth,* the • waves,* 
for the ' sea.* In the same manner an attribute may be put 
for a subject ; and ' youth and beauty,* for * the young and 
beautiful ;' and sometimes, a subject for its attribute. But 
it is unnecessary to insist longer on this enumeration. 
£nough has been said to give an opening into that great 
variety of relations between objects, by means of which, the 
mind is assisted to pass easily from one to another ; and 
understands, by the name of the one, the other to be meant. 
But the relation of similitude and resemblance, which is far 
the most fruitful in tropes, is yet to be mentioned. On this 
is founded what is called the metaphor ; when, instead of 
using the proper name of any object, we employ, in its place, 
the name of some other, which is like it ; which is a sort of 
picture of it, and which thereby awakens the conception of 
It with more force or grace. This, therefore, shall be fully 
considered in the next lecture. 



When 18 the figure called a Synecdoche; and what instances are men- 
6oDed1 In the same manner what may be done; but why is it unne- 
eessaiy to imdst longer on this enumeration! But what relation is yet 
to he mcntioiwdt on this is fi>rmed what figure ; and what is lemarfied 
ofitl 
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LECTURE XV. 

METAPHOR- 

Fttoii the preliminary observations made^ concerning: 
figurative languacfe in general, we now proceed to treat 
aeparately of such figures of speech, as occur most fre- 
ouently, and require particular attention. The first to be 
discussed is the metaphor* This fi^re is founded entirely 
on the resemblance which one object bears to another. Hence 
it is closely allied to simile or comparison, and differs only 
from it in being expressed in an abridged form. When we 
say of a great minister, * that he upholds the state, like a 
piuar which supports the weight of a whole edifice,* we 
evidently make a comparison ; but when we say of such a 
minister, ' that he is tne pillar of the state,' it becomes a 
metaphor. The comparison betwixt the minister and a pil- 
lar is made in the mind ; but is expressed without any of the 
words that denote comparison. The comparison is only 
insinuated, not expressed : the one object is supposed to be 
80 like the other, that without formally drawing the com- 
parison, the name of the one may be put in the place of the 
name of the other. * The minister is the pillar of the state.' 
This, therefore, is a more lively and animated manner of 
expressing: the resemblances which the imagination traces 
among objects. 

Of all the figures of speech, none approaches so near to 
painting as the metaphor. Its peculiar eiSect is to give light 
and strength to description ; to make iq^ellectual ideas, in 
some degree, visible to the eye, by giving them color, and 
substance, and sensible qualities. To produce this effect, 
however, a delicate hand is required; for, by a very litde 
inaccuracy, we are in danger of introducing confusion, 
instead of promoting perspicuity. Several rules, therefore, 
* I ■ 1 1 II - 1 ■ I ■■■■... . . I. .. ■ 

From the pwiKminary obiervationg made conoeminff figurative langaue 
in general, of whatdo we now piooeed to treat 1 WmcE is the first to be 
iji e rn m ed ; on what ia it finrnded ; and hence what follows ? How is this 
ffl n n trat ed ^ Of the comparison between the pillar and the minister, what 
ia fiurther observed % To what does this figiffe approach ; and what is its 
peciiliar ^SSact % To produce thia effect, however, what ia requisite i ood 
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are necessary for the proper management of metaphors. 
Bat, before we enter upon thesei it may be proper to give 
one instance of a very beautiful metaphor, that the fiffure 
may appear to full advantage. The instance is taken &om 
Lord Bolingbroke's remarks ob the History of England. 
Just at the conclusion of his work, speaking of the behaTior 
of Charles I. to his last parliament, he says, ' In a word, 
about a month afler their meeting, he dissolyed them ; and, 
as soon as he had dissolved them he repented ; but he re- 
pented too late of his rashness. Well might he repent ; for 
the vessel was now full, and this last drop made the waters 
of bitterness to overflow.' ' Here,' he adds, * we draw the 
curtain, and put an end to our remarks.' Nothing could be 
more happily thrown off. The metaphor is continued 
through several expressions. The vessel is put for the 
state, or temper of the nation, already full, that is, provoked 
to the highest degree, by former oppressions and wrongs ; 
this last drop stands for the provocation recently received 
by the abrupt dissolution of the parliament ; and the aver* 
Jbywing of the waters of hitteritesSy forcibly expresses all 
the efiects of resentment, let loose by an exasperated people. 
Proceeding, now, to the rules to be observed in the proper 
management of metaphors, the first one to be mentioned is^ 
that they be suited to the nature of the subject of which we 
treat ; neither too numerous, nor too gay, nor too elevated for 
it ; that we neither attempt to force the subject, by means of 
them, into a degree of elevation which is not congruous to 
it ; nor, on the other hand, allow it to sink below its proper 
dignity. Some metaphors are beautiful in poetry, which 
would be absurd and unnatural in prose; sonie may be 
graceful in orations, which would be very improper in his« 
torical or philosophical compositions. Figures, it must be 
remembered, are the dress of our sentiments : and as there 
is a natural congruity between dress, and the character, or 
rank, of the person who wears it, a violation of which con- 
gruity never &ils to be unpleasing ; the same is true in the 

Before we enter upon the rules fiir the management of this figure, what 
ispropoeed to be done ; and why 1 Whence u the mstance tak«ni;^ and 
what IS it 1 Of this metaphor what is remarked ; and how k this illii». 
trated 1 In ^e proper management of the metaphor, what is the first 
nde to be observed ? Of the proper appropriation of metaphors to different 
kinds of composition, what is remarked 1 As figures are the dress of oar 
sentiments, v^at follows; and to what must th^, therefore, be carefully 
adapted 1 
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application of figures to sentiment. They should, therefor e, 
be carefiilly adapted to the character of the style which they 
are intended to adorn. 

The second rule given, respects the choice of objects 
whence metaphors are to be drawn* The field of figurative 
language is very wide. All nature opens its stores to us, 
and allows us to gather, from all sensible objects, whatever 
can illustrate intellectual or moral ideas. Not only the gay 
and splendid objects of sense, but the grave, the terrifying, 
and even the gloomy and dismal, may, on different occasions, 
be introduced into figures with propriety. But care must 
be taken not to use such allusions as raise in the mind dis- 
agreeable, mean, or low ideas. Even when metaphors are 
chosen in order to vilify and degrade an object, an author 
should study never to be low or vulgar in his allusions. 
Dean Swifi's treatise on the Art of Sinking, contains a full 
and humorous collection of instances of this kind, wherein 
authors, instead of exalting, have contrived to degrade their 
subjects by the figures they employed. Indeed, authors of 
distinction sometimes fall into this error. Shakspeare, 
whose imagination was more remarkable for its richness and 
boldness, than for its delicacy, often fails here. The follow- 
ing, for example, is a gross transgression. In his Henry V., 
having mentioned a dunghill, he immediately raises a 
metaphor from the steam of it ; and on a subject too that 
naturally led to much nobler ideas : 

And thott that leave their valiant bones in Froneei 
Dying like men, though buried in your Hiinorhaii^ 
Tney ^all be &m'd ; for there the sun i^all greet the^ 
And draw their honors reeking up to heaveA. v> 

In the third place, particular care should be taken that the 
resemblance, which is the foundation of the metaphor, be 
clear and perspicuous ; not far fetched, nor difficult to be 
discovered. The transgression of this rule forms, what are 
called harsh, or forced metaphors, which are always dis- 
pleasing, because they puzzle the reader, and, instead of 
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What does the second role given, respect 1 Of the extent of the field of 
figurative language, what is remarked ; and what illustratioQ of this re- 
mark follbwsl But about what most care be taken 1 What work con- 
tuns a humorous collection of instances of this kind ; and what is remarked 
of them 1 Authors of what character sometimes fall into this error ; and 
what instance is given illustrative of this remark 1 In the tldrd pfawe, 
ahot^ what should particular care be taken 1 What doe& the tmn^pessioa 
of this rule form ; and why are they always displeaaiBgl 
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illustrating the thought, render it perplexed and intricate. 
With metaphors of this kind, Cowley, and some other wri- 
ters of his age, ahound. How .forced and ohscure, for in- 
stance, are the following verses o[ the former, in which he is 
speaJcHig of his mistress : 

Wo to l^r fltubborn heart, if once mine cohm 

Into the selfsame room, 
Twill tear and blow up all within, 
Like a grenado^ ghot into a magazine. 
Then shall love keep the ashes and torn parts 
Of both our broken hearts ; 

Shall out of both one new one make ; 
From her^s ih* alloy, from mine the metal take ; 
fVur of her heart, he from the flames will find 
But little left behind ; 

Mine only, will remain entire ; 
No dross was there to perish in the fire. 

Metaphors borrowed from any of the sciences, especially 
such of them as belong to particular professions, are, by 
their obscurity, always faulty. 

In the fourth place, we must be careful never to ju9ible 
metaphorical and plain language toff ether ; never to con- 
struct a period in such a manner, that part of it is to be 
understood metaphorically, and part, literally. This always 
produces a most disagreeable confusion. Instances of the 
violation of this rule are frequent, even in good authors. 
In Mr. Pope's translation of the Odyssey, Penelope, bewail- 
ing the abrupt departure of her son Telemachus, is made to 
speak thus : 

Long to my joys my dearest lord is lost, 
. His country's buckler, and the Grecian boast, 
Now from my fond embrace by tempests torn. 
Our other column of the state is borne, 
Nor took a kind adieu, nor sought consent. 

Here, in one line, her son is figured as a column ; and in the 
next, he returns to a person, to whom it belongs to take adieu* 
and to ask consent. This is inconsistent. The poet should 
either have kept himself to the idea of man in the literal 
sense ; or, if he figured him by a column, he should have 



Who abound with metaphors of this kind ; and from the former, wh^ 
example is given 1 What metaphors are, by their obscurity, always 
&iilty 1 In the fourth place, about what must we be careful ; and what 
does this always produce ? Where are instances of the vioMon of this 
role Irequent; and what example is given fxom Mr. Pope's translation of 
the Odyssey 1 Of this passage, what is remarked ] and what should the 
poet have done 1 
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ascribed nothing to him but what belonged to it« He waa 
not at liberty to ascribe to that column the actions and pro- 
perties of a man. Such imnatural mixtures render the 
image indistinct ; leaving it to waver, in our conceptionsy 
between the figurative and the literal sense. 

Though the works of Ossian abound with beautiful alid 
correct metaphors, yet they afford one instance of the fault 
we are now censuring. ' Trothal went forth with the 
stream of his people, but they met a rock ; for Fingal stood 
nnmoved : broken they rolled back from his side. Nor did 
they roll in safety ; the spear of the king pursued their 
flight.' The metaphor, at the beginning, is exceedingly 
beautiful. The * stream,' the • unmoved rock,' the * waves 
rolling back broken,' are expressions agreeable to the pro- 
per and consistent language of figure ; but, in the conclusion, 
when we are told, ' they did not roll in safety, because the 
spear of the king pursued their flight,' the literal meaning 
is injudiciously mixed with the metaphor ; they are, at the 
same moment, represented as waves that rollj and as men 
that may be pursued and wounded with a spear. 

In the fifth place, we must be careful not to make two 
different metaphors meet on the same object. This is what 
is called mixed metaphor, and is one of the grossest abuses 
of this figure. Shakspeare's expression, for example, ' to 
take up arms against a sea of troubles,' makes a most un- 
natural medley, and entirely confounds the imagination. 
Quintilian has carefully guarded us against it. * We must 
be particularly attentive,' says he, *to end with what we 
have begun. Some, when they begin the figure with a 
tempest, conclude it with a conflagration ; which forms a 
shameful inconsistency.' Observe, for instance, what an 
inconsistent group of objects is brought together by Shak- 
speare, in the following passage of the Tempest ; speaking 
of persons recovering their judgment after the enchantment 
which held them was dissolved : 



The charm diaaolvee apace^ 



Atui as the morning steala upon the night, 



To do what, was he not at liberty ; and of such unnatural miztuies. 
what is remarked 1 What is observed of the works of Ossian; yet of 
what do they afford one instance 1 What is it ; and what lis remarked of 
it 1 In the fifth place, about what must we be careful 1 What is this 
called ; and what is said of it ? What is remarked of Shakspeare's ex- 
pfession, * To take up arms a^iinst a sea of trouble ;' and what says 
aumtiUan on this subject? What passage is here introduced ftom 
Shakspeare's Tempest ; and what is observed of it ? 
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Meldng the darknesi^ m their rinne mtmta 
Begin to ehawthe ignorant fume* uuX mantle 
Their clearer reaaoD. 

So many ill sorted things are here joined, that the mind can 
see nothing' clearly — the morninsf stealine upon the dark- 
nessy and at the same time, melting it — the senses of men 
chasing fumea^ ignorant fumest and fumes that mantle. 
More correct writers than Shakspeare, sometimes fidl 
into this error of mixing metaphors. It is surprising that 
the following should have escaped Mr. Addison, in his letter 
from Italy: 

I bridle in my strugffling muie with pain, 
Tbax longs to launch into a bolder atrain. 

The muse, figured as a horse, may he bridled ; hut when 
we speak of launching^ we make it a ship ; and hy no force 
of imagination, can it he supposed hoth a horse and a ship 
at the same time — bridled to hinder it from launching4 
The same author, in one of his numhers in the Spectator, 
says, * There is not a single view of human nature, whieh 
is not sufficient to extinguish the seeds of pride.' Nothhiff 
could he more incoherent than the things here join^ 
together ; making 'a view extinguish, and extinguish seeds.' 

It is a good rule for examining the propriety of metaphors, 
when we douht whether or not they are of the mixed kind, 
to try to form a picture upon them, and consider how the 
parts would agree, and what sort of figure the whole would 
present, when delineated with a pencil. By this means, we 
should become sensible, whether inconsistent circumstances 
were mixed, and a monstrous image thereby produced ; or 
whether the object was, all along, presented in one natural 
and consistent point of view. 

Metaphors, m the sixth place, should not be crowded 
together on the same object. Though each of the meta* 
phors be preserved distinct, jet, if they be heaped on one 
another, they produce confosion. The following lines from 
Francis' translation of Horace, will exemplify tms remark : 

Of warm commotions^ wrathAil jan^ 
The growing seeds of civil wars; 
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That mere eonect writen than Shakspeaie, sometimeB fiUI into thk 
enor, what evidence is given ; and on this passage, what remarks are 
nade 1 What says the same aathor in one of his numbers of the Specta- 
tor ; and what is observed of it 1 What rule is given for sfxamming the 
p ro priety of metaphors; and by this means, of what dioukl we become 
smnhlel Of metaphors in the sixth place, what is remaiked; and why 
fhooU hot this he done 1 What lines wiU exemplify this remaikl 



m METAPHOR. (LccT. 1IL 

Of double fortune^g cruel game^ 

The epocioui meani) the private aimii 
And fatal friendships of the guilty great, 
Alas! how fatal to the Roman state! 

Of mightj leetona late lubdu'd. 

And arms wiu Latian blood embru'd | 

Tet unatoned, a labor vast ! 

Doubtful the die, and dire the cast ! 
Tou treat adventurous^ and incautious trendy 
On fires with futhless embers overspread. 

This passage, though highly poetical^ is, still, harsh and 
obscure ; owing to this cause only, that three distinct meta- 
phors are crowded together to describe the difficulty of 
Pollio's writing a history of the civil wars. The mind 
finds it difficult to pass through so many different views, 
given in quick succession, of the same obfect. 

The seventh, and last rule, which we shall suggest con* 
cerning metaphors, is, that they be not too far pursued. If 
the resemblance on which the figure is founded, be lon^ 
dwelt upon, and carried into all its minute circumstances, 
we produce an allegory instead of a metaphor ; we tire the 
reaoer, who soon becomes weary of this play of fimcy ; and 
we render our discourse obscure. This is called straining' 
a metaphor. Cowley deals in this to excess ; and to this 
errof is owing, in a great measure, that intricacy and harsh- 
ness, in his fi^rative language, which was before noticed* 
Dr. Youn^, also, often violates this rule. The merit, how- 
erer, of this writer, in figurative language, is great, and 
deserves to be remarked. No writer, ancient or modem, 
had a stronger imagination than Dr. Young, or one more 
fertile in figures of every kind. His metaphors are often 
new, and often natural and beautiful. But his imaginfiitn 
was strong and rich, rather than delicate and correct* 
Hence, in the style of his Night Thoughts, much obscurity 
and hardness are observed. Thus, sp^iking of old age, he 
says, it should 

Walk thoughtful on the nlemty solemn wban 
Of that vast ocean, it must sail so 1000 1 

Though this psflsage is highly poetical, yet why m it still harsh and 
obflcun ; and what remark folfows 1 What is the (ast rnk suggested eo»- 
cftnting netaphfors; and if the resemblance be long dwelt upon, ivlial 
will be the eonseqvencel What is this called; and what neulto fiom IW 
ftequent use of tt, in Cowley's metaphors 1 What eminrat poel oft— 
violates thb role; yet of his merit in figurative lanijfuage, what is o^ 
Mfvedl Of has imagination, what is remarked ; andhenoe^ in th^ityl* 
•f hia Niffht Thoughts, what is observed 1 Thus, meaking of old — 
what doea ho aay ; and m this paaaago what iaienuuriiMl 
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And put g^ood works on board ; and vait the wind 
Tbat Aoniy blows us into worlds unknown. 

The first two lines are extremely beautiful ; but when ha 
continues the metaphor, *to putting good works on board, 
and waiting the wind,' it becomes strained, and sinks in 
dignity. Of all the English authors, no one, perhaps, is so 
happy in his metaphors as Mr. Addison. His imagination 
was neither so rich nor so strong as Dr. Young's ; but it 
was &jr more chaste and delicate. Perspicuity, natural 
grace and ease, always distinguirii his figures. They are 
neither harsh nor strained : they never appear to have been 
studied or isought after ; but seem to nsey of their own 
accord, from the subject, and constantly embellish it. 

Havins^ treated thus fully of the metaphor, we shall con- 
clude this lecture with a few remarks concerning the 
allegory. 

An allegory may be regarded as a continued metaphor ; 
as it is the representation of some one thing by another that 
resembles it,and that is made to stand for it. As a fine 
example of this figure, we may take the following pas- 
sage from the 80th Psalm; where the people of Israel 
are represented under the image of a vine, and the figure 
is supported throughout with great correctness and 
beauty. ,* Thou hast brought a vine out of Egypt, thou 
hast cast out the heathen and planted it. Thou pre- 
paredst room before it, and didst cause it to take deep root, 
and it filled the land. The hills were covered with the 
shadow of it ; and the boughs thereof were like the goodly 
cedars. She sent out her boughs into the sea, and her 
branches into the river. Why hast thou broken down her 
hedges, so that all they which pass by the way do pluck her ! 
The boar out of the wood doth waste it ; and the wild beast 
of the field doth devour it. Return, we beseech thee, O 
Grod of hosts, look down from heaven, and behold, and 
visit this vine !' Here there is no circumstance, except, per- 
haps, one phrase at the beginning, ' thou hast cast out the 
heathen,' tnat does not strictly agree to a vine, whilst, at 

Of all the Engiish authors, who was the most hafpy in his metaphon; 
and of his imagination, and his figures, what is fiurther obsenredl 
Having treated uus fully of the metaphor, with what is this lectore oon- 
eluded 1 How may an allegory be regarded; and whyl When is a 
tfne example of this figure found ; and what is it 1 Here, of all the dr- 
emnstanoes, what is remarked; and what is the principal requisite in the 
conduct of an allegory 1 
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the same timef the whole gradaates happily with the Jewish 
state represented by this figure. This is the first and prin- 
cipal requisite in the conduct of an allegory, that the figu- 
rative and tke literal meaning be not mixed inconsistently 
together. 

The same rules that were given for metaphors, may be 
applied to allegories also, on account of the affinity that 
subsists between them. The only material difference, 
besides the one being short, and the other prolonged, is, 
that a metaphor always explains itself by the words that are 
connected with it, in their proper and natural signif nation : 
As when we say, ' Achilles was a lion ;' ' an able minister 
is the pillar of the state.' The lion and the pilla; are here 
sufiictently interpreted by the mention oi Achilles and the 
minister, which are joined to them ; but an allegory may be 
allowed to stand less connected with the literal meaning ; 
the interpretation not being so plainly pointed out, but left 
to our own reflection. 



Why may the same rules that weve given for metaphoTB, be anplifd to 
alleffones? What is the only materiu difference between tbemi Hotr 
is this remark illustrated 1 
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LECTURE XVL 

HYPERBOLE— PERSONIFICATION— APOS- 
TROPHE. 

The next figure of which we are to treat, is hyperbole, 
or exaggeration. It consists in magnifying an object be- 
yond its natural bounds. It occurs very frequently in all 
Itoguages, and forms a part of common conversation : as 
swift as the wind ; as white as snow ; and the like : and 
our usual forms of compliment, are, in general, only ex- 
travagant hyperboles. If any thing is remarkably good 
or great in its kind, we are instantly ready to add to it some 
exaggerating epithet ; and to make it the best we ever saw. 
The imagination has always a tendency to gratify itself, by 
ma^ifying its present object, and carrying it to excess. 
This hyperbolical turn will prevail in language, in propor- 
tion to the liveliness of imagination of the people who speak 
it. Hence, young persons always deal much in hyperboles. 
Hence, too, the language of the orientals was for more 
hyperbolical than that of the Europeans, who are of more 
phlegmatic, or, perhaps, of more correct imaginations. 

The exaggerated expressions to which our ears are accus- 
tomed in conversation, scarcely strike us as hyperboles. 
We immediately make the proper abatement, and under- 
stand them according to their just value. But when there 
is something striking or unusual in the form of a hyperboli- 
cal expression, it then rises into a figure of speech which 
draws our attention : and here it is necessary to observe, 
that, unless the reader's imagination be in such a state as 
disposes it to rise and swell along with the hyperbolical 
exj»re8sion, he is always offended by it. For a sort of dis- 
agreeable force is put upon him ; he is required to strain 
and exert his &Lncy, when he feels no inclination to make 

Of what fitfore are we next to treat; and in what does it consist 7 
Where does if frequently occur ; what does it f(»rm, and what examples 
are given 1 If any thing is remarkably ffood or great, to what are we 
inchned ; and why 1 In proportion to i/mat will this hyperbolical turn 
prevail ; and hence what fouows 1 What scarcely strike us as hyperboles ; 
and why 1 But when does is rise into a figure of speech ; and here what 
is necessary to observe ; and why 1 
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any such effort. Hence the hyperbole is a figure of difficult 
management ; and ought not to be frequently used, or 
dwelt upon long. 

Hyperboles are of two kinds ; either such as are employed 
in description, or such as are suggested by the warmtn of 
passion. Those are by far the best, which are the effect of 
passion : for if the imagination has a tendency to magnify- 
Its objects beyond their natural proportion, passion possesses 
this tendency in a vastly stronger degree ; and, tnercfore, 
not only excuses the most daring figures, but very often 
renders them natural and just. Hence, the following senti- 
ments of Satan in Milton, as strongly as they are described, 
contain nothing but what is natural and proper ; exhibiting- 
the picture of a mind agitated with rage and despair. 

M& miserable ! which way shall I fly 
Infinite wrath, and infinite despair t 
Which way I fly is hell, myself am hell ; 
And in the lowest depth, a lower deep 
Still threat'ning to devour me, opens wide^ 
To which the hell I suffer seems a heaven. 

In simple description, hyperboles must be used with 
greater caution, and require more preparation in order to 
make the mind relish them. When a poet is describing an 
earthquake or a storm ; or when our imagination carries 
us into the midst of a battle, we can bear strong hyperboles 
without displeasure. But when only a woman in grief is 
presented to our view, it is impossible not to be disgusted 
with such wild exaggeration as the following, in one of our 
dramatic poets : 

1 found her on the floor 



In all the storm of grief, yet beautiful ; 

Pouring forth tears at such a lavidi rate, 

That were the world <m fire, they m^ht have drowned 

The wralh of Heaven, and quench'dthe mighty ruin. Ln. 

This is mere bombast. The person herself who was 
under the distracting agitations of grief, might be permitted 
to hyperbolize strongly ; but the spectator describing her. 

Hence, ef the hyperbole, what is farther remarked 1 fi3rpeibole8 u» 
of what two kinds f Which are the best ; and why 1 Hence, of the fol- 
lowing sentiments of Satan, what is observed? Repeat the passage. 
Where must hyperboles be used with greater caution ; and what do they 
then require 7 When can we bear strong hyperboles without displeasure ; 
but when do we become disgusted 1 Repeat the example. Of this ftts* 
sage what [» remarked 1 
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cannot be allowed an equal liberty ; for the one is supposed 
to utter the language of passion, the other speaks the lan- 

Siage of description only — which is always according to 
e dictates of nature, on a lower tone. The exact boundary 
of this figure cannot be ascertained by any precise rule. 
Good sense and accurate taste must oetermine the point, 
beyond which, if we pass, we become extravagant. 

Of figures, which lie altogether in the thought, where the 
words are taken in their common and literal sense, the first 
place is due to personification, or that figure by which we 
attribute life and action to inanimate objects. 

The use of this figure is very extensive, and its foundation 
is laid deep in human nature. At first view, and when con<» 
sidercd abstractly, it would appear to be a figure of the 
utmost boldness, and to border on the extravagant and 
ridiculous. For what can seem more remote from the tract 
of reasonable thought, than to speak of stones and trees, and 
fields and rivers, as if they were living creatures, and to 
attribute to them thought and sensation, afiections and 
actions. In fiict, however, the case is very difierent. All 
poetrjTff even in its most gentle and humble forms, abounds 
with it. From prose, and, indeed, even from common con- 
versation, it is far from being excluded. When we say, the 
ground thirsts for rain, or the earth smiles with plenty ; or 
when we speak of ambition as restless^ or a disease as 
deceitfulj such expressions show the facility with which the 
mind accommodates the properties of living creatures to 
things that are inanimate, or to abstract conceptions of our 
own forming. 

There is, indeed, a wonderful proneness in human nature 
to animate all objects. Let a man by an unwary step sprain 
his ancle, or hurt his foot upon a stone, and in the ruffled, 
discomposed moment, he will sometimes feel disposed to 
break the stone in pieces, and to utter passionate exclama- 
tions against it, as if it had done him an injury. If one has 
been long accustomed to a certain set of objects, which have 

~-~ ■* - -1 r I |— r 

Of the exact boondarv of this figure, what is observed ^ and ^hat must 
determine the point 1 Of figures which lie altogether in the thought, to 
what is the finrt olace due? Of the use of this figure what is remarked: 
and where is its niundation laid 1 At first view how would it appea r: M id 
why 1 How does it appear that, in fibct, the case is quite different 1 What 
examples of illustration are given ; and what is remarked of them 1 How 
does It appear that there is a wonderful proneness in human nature to 
airimatu aU ofcjeetsi From aceitain set of particular oljecta, how is this 
mnarii fhither iUnstrated 1 
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made a strong impression upon his imagination ; as a house 
where he has passed many agreeable years ; or fields, and 
trees, and mountains, among which ne has often walked 
with the greatest delight ; when he is obliged to part with 
them, especially if he has no prospect of ever seemg them 
again, he can scarcely avoid having somewhat of the same 
feeling as when he is leaving old friends. They seem 
endowed with life ; they become objects of his affections ; 
and in the moment of parting, it scarcely seems absurd to 
him, to give vent to his feelings in words, and to take a 
formal adieu. 

There are three different degrees of this figure ; which 
it is requisite to remark and distinguish, in order to de- 
termine the propriety of its use. The first is, when some' 
of the properties or qualities of living creatures are ascribed 
to inanimate objects ; the second, when those inanimate 
objects are described as acting like such as have life ; and 
the third, when they are represented either as speaking to 
us, or as listening to what we say to them. 

The first and lowest degree of this figure, which consists 
in communicating to inanimate objects some of the qualities 
of living creatures, raises the style so little, that the humblest 
discourse will admit it without any force. Thus a ' raging' 
storm, a deceitful disease, a cruel disaster,' are fiimiliar and 
simple expressions. This, indeed, is so obscure a degree 
of personification, that it might, perhaps, with propriety, be 
classed with those plain metaphors that almost escape our 
observation* 

The second degree of this figure is, when we introduce 
inanimate objects acting like those that have life. Here we 
rise a step higher, and the personification becomes sensible. 
According to the nature of the action which we ascribe to 
those inanimate objects, and the particularity with which we 
describe it, is the strength of the figure. When pursued to 
any length, it belongs to labored harangues ; when slightly^ 
touched, it may be admitted into less elevated compositions. 
Cicero, for instance, speaking of the cases where killing & 

How many different degrees of thb figure are there ; and why moat, 
they be distinguished % 'V^Hiat are they 1 Of the first aiid lowest degree. 
of this figure, what is observed 1 What examples are given ; and what 
remark fdlows ? What is observed of the second degree of this figure; 
and according to what is the strength of iti When does it heUoSgto 
labored harangues; and what is observed ofit when slightly touched? What 
illustration of this is given from Cicero ; and what is remarked of U 1 
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man is lawful in self-defence, uses the following words : 
* Aliquando nobis gladius ad occidendum hominem ad ipsis 
pprrigitur legibus.'* Here the laws are beautifully per- 
sonified, as stretching forth their hand to give us a sword 
for putting a man to death. 

in poetry, personifications of this kind are extremely fre- 
quent, ana are, indeed, the life and soul of it. In the 
descriptions of a poet who has a lively fancy, every thing 
l»ecome8 animated. Homer, the father of poetry, is re- 
markable for the use of this figure. War, peace, darts, 
rivers, every thing, in short, is alive in his writings. In 
this particular, Milton and Shakspeare resemble him. No 
personification, in any author, is more striking, or intro- 
duced more appropriately, than the following of Milton, 
upon Eve's eating the forbidden fruit : 

So saying, herraah hand, in evil hour, 

Forth reaching to the fruit, she plucked, she ate ; 

Earth felt the wound t and nature from her seat 

Sighing, through all her works, gave signs of wo 

Tluit all was lost. B. iz. I. 780. 

All the circumstances and ages of men — poverty, riches, 

Jrouth, old age — all the dispositions and passions — ^melancho- 
y, love, grief, contentment, are capable of being personified 
in poetry, with great propriety. Of this we meet with frequent 
examples in Milton's Allegro and Penseroso, Parnell's 
Hymn to Contentment, and Thomson's Seasons : nor, 
indeed, is it easy, in poetic compositions, to set any bounds 
to personifications of this kind. 

The third and highest degree of this figure remains to be 
mentioned — when inanimate objects are introduced, not only 
as feeling and acting, but as speaking to us, or hearing and 
attending when we address ourselves to them. This, though 
on several occasions far from being unnatural, is, plainly, 
the boldest of all rhetorical figures : it is the style of strong 
passion only ; and, therefore, never to be attempted, un- 
less when the mind is considerably heated and agitated. 

* Oral, pro Milone. 



Where are persomfications of this kind extiemely frequent; and there 
what is ohserved of them 1 Of Homer, Milton, and Shakspeare, what is 
lemarked; and from Milton, what illustration is given 1 All of what are 
capable of being personified in poetry with great propriety ; and of this, 
wiete do we meet with frequent examples? What is the third and 
highest degree of this figure ; and what is observed of it 1 
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A slight personification of some inanimate thin^, acting am 
if it had life, can be relished by the mmd, in the midst ot 
cool description, and when its ideas are going on izn tike 
ordinary train. But it must be in a state of violent emc^tionf 
and have departed considerably from its common track of 
thought, before it can so far realize the personification of an 
insensible object, as to conceive it listening to what we say* 
or making any return to us. All strong passions, howeirer, 
have a tendency to use this figure; not only love, angfer, 
and indignation, but even those which are seemingly more 
dispiriting, such as grief, remorse, and melancholy. Milton 
afifords us an extremely fine example, in that moving and 
tender address which Eve makes to Paradise, just before siie 
ia compelled to leave it. 

Oh ! unexpected stroke, worse than of death I 

Must I thus leave thee, Paradise \ thus leave 

lliee, native soil, these happv walks^ and shades 

Fit haunt of goas \ where I had hope to qpend 

Quiet, though sad, the respite of that day, 

Which must be mortal to us both. O flowers I 

That never will in other climate grow, 

My early visitation and my last 

At even, which I br^d up with tender hand, 

From your first opening buds, and gave you names ! 

Who now shall rear you to the sun, or rank 

Your tribes^ and water from th* ambrosial fount 1 B. zi L 268^ 

This is altogether the language of nature, and of female 
passion. As all plaintive passions are peculiarly prone to the 
use of this figure, it should be remarked, that there are fre* 
quent examples, not in poetry only, but in real life, of persons 
when just about to suffer death, taking a passionate farewell 
of the sun, moon, and stars, or other sensible objects around 
them. 

In the management of this sdrt of personification, two 
rules are to be observed. First, never to attempt it unless 
prompted by strong passion, and never to continue it when 
the passion begins to flag. The second rule is, never to' 

When can a slight personifieation of some inanimate thing be reliihed ; 
but to what state most the mind be brought, before it can realize the per* 
aonification of an inanimate object, so as to listen and answer to what we 
■ay 1 What passions have a tendency to uao Uiis figore; and what ex- 
amples are given 1 In what does Mlton afibid us an extremely lim 
example ; and what is it 1 Of this passage what is remarked 1 As aH 
plaintive passions are peculiarly prone to the use 6f this iignre, whit 
should be remarked 1 In the management of this sort of penonifieatkNii 
what two rules are to be observed? 
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personify any object which has not some dignity in itself, 
and which is incapable of making a proper figure in the 
elevation to which we raise it. To address the remains of 
a deceased friend, is natural ; but to address the clothes 
which he wore, introduces low and degrading ideas. So, 
also, addressing the several parts of one's body as if they 
were animated, is not congruous to the dignity of passion. 
For this reason, the following passage in Mr. Pope's Eloisa 
to Abelard, must be condemned : 

Dear fatal name ! rest ever unrevealed, 
Nor pass these lips in holy silence sealed. 
Hide it, my heart, within that close disguise, 
Where, mixed with Grod's, his loved idea lies ; 
Oh ! write it not, my hand I — his name appears 
Already written : — ^Blot it out, my tears. 

Here the name of Abelard is first personified; which, as 
the name of a person often stands for the person himself, 
is exposed to no objection. Next, Eloisa personifies her 
own heart ; and as the heart is a dignified part of the human 
frame, and is often put for the mind or affections, this also 
may pass without censure. But when she addresses her 
hand, and tells it not to write his name, this is strained and 
unnatural. Yet the figure becomes still worse, when she 
exhorts her tears to blot out what her hand had written. 
There is, indeed, in the last two lines, an air of epigram- 
matic conceit, which native passion never suggests ; and 
which is altogether unsuitable to the tenderness which, 
breathes through the rest of that inimitable poem. 

Apostrophe is a figure so similar to personification, that it 
will require but little discussion. It is an address to a real 
person, but one who is either absent or dead, as if he were 
present and listening to us. It is so nearly allied to an ad- 
dress to inanimate objects personified, that both these figures 
are sometimes called apostrophes. The proper apostrophe 
is, however, in boldness, one degree lower than the address 
to personified objects ; for it certainly requires a less efl!brt 
of imagination to suppose persons present who are dead or 
absent, than to animate insensible beings, and direct our 

To address what is natural ; but what introduces low and degrading 
ideas % So also, what is not congruous with the dignity of passion ; and 
for this reason, what passage must be condemned 1 On this passage, 
what remarks follow 1 Of the last two lines, what is observed 'J Of apos- 
trophe what is remarked ; and what is it 7 Why, however, is the proper 
apostrophe, in boldness, one degree lower than the address to personified 
objects i 

12 
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discourse to them. Both figures are subject to the same 
rule of being prompted by passion, in order to render them 
natural ; for both are the language of passion or strong 
emotion only. The poems of Ossian abound with the most 
beautiful instances of this figure. *' Weep on' the rocks of 
roaring winds, O maid of Inistore ! Bend thy fair head oyer 
the waves, thou fairer than the ghost of the hills, when it 
moves in a sunbeam at noon over the silence of Morven ! 
He is fallen ! thy youth is lone ; pale beneath the sword of 
CuchuUin.' 

For such bold figures of discourse as strong personifica- 
tions, addresses to personified objects, and apostrophes, the 
glowing imagination of the ancient oriental nations was 
particu&trly fitted. Hence, in the sacred scriptures, we 
find some very remarkable instances : * O thou sword of 
the Lord ! how long will it be ere thou be quiet ? put thyself 
up in thy scabbard ; rest, and be still ! How can it be quiet, 
seeing the Lord hath given it a charge against Ashkelon, 
and against the sea-shore ? there he hath appointed it.' 
There is a passage in the fourteenth chapter of Isaiah, 
where the prophet is describing the fell of the Assyrian 
empire, which contains a greater assemblage of sublime 
ideas, of bold and daring figures, than is, perhaps, any 
where else to be met with. In it every object is animated ; 
a variety of personages is introduced : we hear the Jews, 
the fir-trees, and the cedars of Lebanon, the ghosts of de- 

{>arted kings, the king of Babylon himself^ and those who 
ook upon his body, all speaking in their order, and acting 
their difierent parts without confiision. 

To what aie both figures sahject ; and why! Whose poems abound 
with the most beautiful instances of this figure ; and what example ift 
given 1 For these bold figures what was particularly fitted | andnenoo 
what follows 1 What instance is given ; and of the passage in the- ' 
teenth chapter of Isaiah^ what is remarked 1 
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LECTUJIE XVII. 

COMPARISON, ANTITHESIS, INTERROGATION, 
EXCLAMATION, AND OTHER FIGURES 

OF SPEECH. 

Comparison- or simile, is a figure frequently employed, 
both in poetry and prose. In a former lecture, the differ- 
ence betwixt it and metaphor was fully explained. A 
metaphor is a comparison implied, but not expressed as such ; 
as when we say, * Achilles is a lion,' meaning that he 
resembles one in courage or strength. A comparison is 
when the resemblance between two objects is expressed in 
form, and generally pursued more fully than the nature of a 
metaphor admits ; as when we say, * The actions of princes 
are like those great rivers, the course of which every one 
beholds, but their springs have been seen by few.' This 
short instance will show, that a happy comparison is a kind 
of sparkling ornament, which adds lustre and beauty to 
writing. 

All comparisons may be comprehended under two heads — 
explaining and embellishing comparisons. For when a 
writer likens the object of which he treats to any other 
thing, it always is, or always should be with a view, either 
to make us understand. that object more distinctly, or to 
render it more pleasing. All manner of subjects, even the 
most abstract reasoning, admits of exjdaining comparisons. 
For instance, the distinction between the powers of sense 
and imagination in the human mind, are, m Mr. Harris's 
Hermes, illustrated by a simile, in the following xnanner : 
* As wax,' says he, ^ would not be adequate to the purpose 
of signature, if it had not the power to retain as well as to 
receive the impression, the same holds of the soul, with 
respect to sense and imagination. Sense is its receptive 
power ; imagination its retentive. Had it sense without 

Where 18 com^iflon or simile frequently emplojred 1 What is the di^ 
ftrence between it and metaphor ; and what are illustrative examples of 
eachi What will this short instance showl Under what two heads 
may all comparisons be comprehended; and whyl How extensively 
may eomparuons be applied \ and what example of illustration is given 
from Mr. Harris's Hermes 1 
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imagination, it would not be as wax, but as water ; where, 
though all impressions be instantly made, yet as soon as they 
are made, they are instantly lost.' In comparisons of this 
kind, the understanding is mpch more concerned than the 
fancy ; and, therefore, the only rules to be observed with 
respect to them, are, that they be clear and useful — ^that they 
tend to render our conception of the principal object more 
distinct — and that they do not lead our view aside, and be- 
wilder it with any false light. 

But embellishing comparisons, introduced not so much 
with a view to inform and instruct, as to adorn the subject 
of which we treat, are those with which we are chiefly con- 
cerned at present ; and those, indeed, which most frequently 
occur, iiesemblance, as was before observed, is the foun- 
dation of this figure. We must not, however, take resem- 
blance in too strict a sense, for actual similitude or likeness 
of appearance. Two objects may raise a train of similar 
or concordant ideas in the mind, though they resemble each 
other, strictly speaking, in nothing. For example, to 
describe the nature of soft and melancholy music, Ossian 
says, ' The music of Carryl was like the memory of joys 
that are past, pleasant and mournful to the soul.' Thi's is 
happy and delicate ; yet no kind of music bears any resem- 
blance to a feeling of the mind, such as the memory of past 
joys. Had it been compared to th^ voice of the nightingale, 
or the murmur of the stream, as it would have been by an 
ordinary poet, the likeness would have been more strict ; but, 
by founding his simile upon the effect which Carryl's music 
produced, the poet, while he conveys a very tender image, 
gives us, at the same time, a much stronger impression of 
the nature and strain of that music. 

The rules to be given concerning comparisons, respect 
chiefly two articles — ^the propriety of their introduction, and 
the nature of the objects whence they are to be taken. In 
the firlrt place, from what has already been said, it is mani- 

In comparisons of this kind, which is most concerned, the understand- 
ing or the fancy ; and, therefore, what are the only rules to be observed 
with respect to them 1 But with what comparisons are we now chiefly 
concerned ; and what is observed of them 1 What is the foundation of 
this figure ; yet why must it not be taken in too strict a sense for actual 
similitude 1 How is this illustrated from Ossian ; and of this passage 
what is observed 1 By what comparison would the like«iess have been 
more strict ; but what follows % W hat two articles do Uie rules given con- 
-eroing comparisons, respect 1 In the first place, from what has already 

m said what is manifest ; and why t 
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fest that they are not the language of strong passion ; but of 
an imagination, sprightly, indeed, and warmed, though un- 
disturbed by any violent or agitating emotion. Strong 
passion is too severe to admit this play of fimcy. It has no 
time to seek for resembling objects ; it dwells upon that 
object which has seized and taken possession of the soul. 
An author, therefore, can scarcely commit a greater fault, 
than in the midst of passion to introduce a simile. Our 
writers of tragedies often err in this respect. Thus Mr. 
Addison, in his Cato, makes Fortius, just afler Lucia had 
bid him fkrewell for ever, and when he should naturally 
have been represented in the most violent anguish, express 
himself in a studied and affected comparison. 

Ttius o'er the dying lamp th' unsteady flame 
Hann quiv'ring oo a point, leaps off by fit% 
And Tails again, as lotn to quit its hold. 
Thou must not go ; my soul still hovers o'er thee, 
And can't get loose. 

Every one must be sensible, that this is quite remote from 
the language of nature on such occasions. 

Thaugh comparison be not the language of strong pas- 
sion, so neither, when designed as an embellishment, is it 
the language of a mind totally unmoved. Being a figure 
of dignity, it always requires some elevation in the subject 
to make it proper. It supposes the imagination to be un* 
commonly enlivened, though the heart be not agitated by 

Eassion. The language of simile seems to lie between the 
ighly pathetic and the very humble style, at an equal dis- 
tance from each. It is, however, a sparkling ornament ; 
and must, consequently, dazzle and &tigue, if it recur too 
oflen. Similes should, even in poetry, be employed with 
moderation ; but in prose, much more ; otherwise the style 
wjU become disagreeably florid, and the ornament lose its 
beauty and eflect. 

We shall next proceed to the rules that relate to objects 
whence comparisons should be drawn ; supposing them 
introduced in their proper place. « 

What, theiefinpe, is one of the greatest faults an author can commit ; 
ivlio often err in this respect, and what illustratbn is ayen 1 In this pas- 
sage, of what must every one be sensible 1 Thougn comparison be not 
the style of strong {mssion, so what follows 1 Being a figure of dignity, 
what does it idways require; and what does it suppose 1 Where does the 
language of simile seem to lie ; but of it what remark follows V Of the 
•employment of similes in poetry, and in prose, what is remarked; and 
whvl To what do we next proceed 1 
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In the first place, they must not be drawn from thingB 
which have too intimate and obvious a resemblance to the 
object with which they are compared. The pleasure which 
we receive from the act of comparing, arises from the dis- 
covery of likenesses among things of different species, 
where we should not, at first sight, expect a resemblance. 
Thus, when Milton compares Satan's appearance after his 
fall, to that of the sun suffering an eclipse, and frightening- 
the nations with portentous darkness, we are struck with 
the happiness and the dignity of the similitude. But when 
he compares Eve's bower in Paradise, to the arbor of Po- 
mona, we receive little entertainment ; as every one sees that 
one arbor must, of course, in several respects, resemble 
another. 

But in the second place, as comparisons ought not to be 
founded on likenesses too obvious, much less ought they to 
be founded on those which are too faint and distant. These, 
instead of assisting, strain the fancy to comprehend them, 
and throw no light upon the subject. It is also to be ob- 
served, that a comparison, which, in the principal circum- 
stances, carries a sufficiently near resemblance, may become 
unnatural and ol)scure, if extended too far. Nothing is 
more opposite to the design of this figure, than to seek after 
a great number of coincidences in mmute points, merely to 
show how far the poet's wit can stretch the resemblance. 

In the third place, the object from which a comparison is 
drawn, should never be an unknown object, or on,e of which 
few people can form clear ideas. Similes, therefore, founded 
on philosophical discoveries, or on any thing with which 
persons of a particular trade only, or a particular profession, 
are acquainted, produce not their proper effect. They 
should be drawn from those illustrious and noted objects, 
which. the generality of readers have either seen, or can 
strongly conceive. This leads us to observe that, though 
lions, and wolves, and serpents, were fruitful, and very 
proper sources of similes among the ancients, yet, in adopt- 

What is the first rule given 1 Whence does the pleaBore which we re- 
ceive from the act of comparing arise; and from Milton, how is this 
remark illustrated 1 In the second place, on what should not comparisons 
be founded ; and why 1 What is also to be observed ; and what is 
altogether opposed to the design of this figure 1 In the third place, what 
is observed of the object from which a comparison is to be drawn; and 
what similes, therefore, produce not the proper effect 1 From what olgects 
should they be drawn • and what does this lead us to observe 1 
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ing- them, the modems are Tery injudicious ; as the pro- 
priety'of them is now, in a great measure, lost. With many 
of them we are acquainted only at second hand, and hy 
description ; and to most readers of poetry, it were hetter to 
describe lions or serpents, by similes taken from men, than 
to describe men by lions. 

In the fourth place, we must observe, that in compositions 
of a grave or elevated kind, similes should never be taken 
from low or mean objects. These have a tendency to de- 
grade and vilify : whereas similes are generally intended to 
dignify and embellish ; and, therefore, unless in burlesque 
writings, or where an object is meant to be diminished, 
mean ideas should never be submitted to our observation. 
We must remember, however, that many similes, drawn 
from the incidents of rural life, which appear low to us, had 
abundance of dignity in the simpler ages of antiquity. 

Having considered metaphor, hyperbole, personification* 
apostrophe, and comparison, we now pass to antithesis. 

Antithesis is founded on the contrast or opposition of two 
objects. By contrast, objects opposed to each other always 
appear in a stronger light. Beauty, for instance, never 
appears so charming as when contrasted with ugliness and 
deformity. Antithesis, therefore, may, on many occasions* 
be employed advantageously, to strengthen the impression 
which we propose that any object should maids. Thus 
Oicero, in his defence of Milo, representing the improba- 
bility of Mile's attempting to taJce away the life of Clodiusy 
when every thing was unfavorable to such a design, after he 
had omitted many opportunities of effecting such a purpose* 
heightens our conviction of this improbability, by a judicious 
use of this figure : ' Is it credible that, when he declined 
putting Clodius to death with the consent of all, he would 
choose to do it with the disapprobation of many ? Can you 
believe that the person whom he scrupled to slay, when he 
might have done so with full justice, m a convenient place* 
at a proper time, with secure impunity, he made no scruple 
to murdbr against justice, in an unfavorable place, at an un- 

hi tfaje fonrth place, of Bimiles In compositions of an elevated kind, what 
b remarked 1 What tendency have these ; and, therefore, what follows 1 
What must we, however, remember 1 From comparison, to what figure 
do we pass ; and on what is it founded 1 By contrast what effect is pro- 
duced ; and what illustration follows 1 Antithesis, therefore, may be ad- 
vantaceouslv employed for what purpose j and how is this fully illustrated 
from Cicero'ft defence of Milo 1 
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seasonable time, and at the risk of capital condemnation?* 
Here the antithesis is rendered complete, by the wotds and 
members of the sentence, expressing the contrasted objects, 
being similarly constructed, and made to correspond to each 
other. 

At the same time, it must be observed^ that the frequent 
use of antithesis, especially where the opposition in the 
words is nice and quaint, is apt to render style unpleasing. 
A maxim, or moral saying, very properly receives this 
form ; both, because it is supposed to be the efiect of medi- 
tation, and is designed to be engraven on the memory, 
which recals it more easily, by the aid of such contrasted 
expressions. But where a number of such sentences suc- 
ceed each other ; when this becomes an author's favorite and 
prevailing mode of expression, his style is &ulty and ex- 
posed to censure. 

Interrogations and exclamations, to which we now proceed, 
are passionate figures. They are, indeed, on so many occa- 
sions, the native language of passion, that their use is ex- 
tremely frequent ; and in ordinary conversation, when we 
are heated, they prevail. as much as in the most sublime 
oratory. The literal use of interrogation, is to ask a ques- 
tion ; but when men are prompted by passion, whatever they 
would affirm or deny with great earnestness, they tiaturally 
put in the form of a question ; expressing thereby the firmest 
confidence of the truth of their own opinion ; and appealing 
to their hearers for the impossibility of the contrary. Thus, 
in scripture : * God is not a man, that he should lie ; neither 
the son of man, that he should repent. Hath he said it, and 
shall he not do it ? Hath he spoken it, and shall he not 
make it good V 

Interrogation may often be applied with propriety, when 
the emotions are no higher than tnose which naturally arise 
from close reasoning ; but exclamations belong to stronger 
emotions of the mind only — ^to surprise, anger, joy, grief, 
and the like. These being natural signs of a moved and 

— I ■-■■ IBIIll I -■ — _■ , 

Here, in what maimer is the antithesis rendered complete 1 At the 
iame time, of the frequent use of this figure, what is remarked 1 Why does 
a maxim, or moral saying, very property receive this form ; but when does 
an author's style become fiiiuty 'i Of interrogations and exclamations 
what is observed 1 What is we Uteral use of mterrogadoii ; bat when 
prompted by passion how is it used ; and thereby doing whati What ex* 
ample of thjs is given from scripture 1 When, also, may interrogationi 
often be aDpIied with propriety ; but to what do exclamations belong 1 Of 
these, in theur proper application, what is observed: but what has a feir 
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agitated mind, alwayis, when they are properly employed* 
make us sympathize with those who use them, and enter 
into their feelings. Nothing, howerer, has a worse effect 
tiiaja the frequent and unseasonable use of exclamations. 
Young, inexperienced writers suppose, that by pouring 
tlxem forth j^enteously, they render their compositions 
vrann and animated, luut quite the contrary is tne case : 
they render them frigid to excess. When an author is 
alvrays calling upon us to enter into transports which he has 
said nothing to inspire, he. excites our disgust and indig- 
nation. He raises no sympathy ; for he gives us no passion 
of his own, in which we can take part. 

Another figure of speech, fit for animated compositions 
only, is what some critical writers call vision ; when, instead 
of relating something that is past, we use the present tense, 
and describe it as if passing immediately before our eyes. 
Thus Cicero, in his fourth oration against Cataline : * I 
seem to myself to behold this city, the ornament of the earth, 
and the capital of all nations, suddenly involved in one con- 
Migration. I see before me the slaughtered heaps of 
citizens lying unburied in the midst of their ruined country. 
The ferocious countenance of Cethegus rises to my view, 
while with a isavage joy he is triumphing in your miseries.* 
This manner of description supposes a sort of enthusiasm 
which carries the person who describes it, in some measure, 
out of himself; and, when well executed, it has great 
beauty. But to execute it with success requires an unu* 
sually warm imagination, and so happy a selection of cir^ 
eumstances, as shall make us think we see, before our eyes, 
the scene that is described. Otherwise it shares the same 
fate tirith all feeble attempts towards passionate figures — that 
of throwing ridicule upon the author, and leaving the reader 
more cool and uninterested than he was before. 
•The last figure which we shall mention, and which is of 
frequent use, especially at the bar, is called climax. It con- 
sists in an artful exaggeration of all the circumstances of 
some object or action which we wish to place in a strong 
light. It operates by a gradual rise of one circumstance 

' What do young, inexperieoced.writers suppose ; but, on the eontnurji 
when does an author excite our disgust ; and why does he raise no sym- 
psUiy 1 What is vision; and what example of it is given from Cicero 1 
What does this manner of description suppose ; but what does to ex- 
ecute it with success, require 'i If this be not the case, what fiUe will it 
duurel In what does climax consist ; and how does it operate 1 
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above another, till our idea be raised to the highest pitch. 
A common example of this figure is that noted passage in 
Cicero, which every school-boy knows : * It is a crime to 
put a Roman citizen in bonds ; it is the height of guilt to 
scourge him ; little less than parricide to put him to death. 
What name then shall I give to crucifying him ?* Another 
&mous instance is from a pleading 6f a celebrated Scotch 
lawyer, Sir George M^Kenzie. It is in a charge to a jury, 
in the case of a woman who was accused 6f murdering her 
own child. * Grentlemen, if one man had any how slain 
another ; if an adversary had killed his opposer, or a woman 
occasioned the death of her enemy ; even these criminals 
would have been capitally punished by the Cornelian law : 
but, if this guiltless in&int, who could make no enemy, had 
been murdered by its own nurse, what punishments would 
not then the mother have demanded ? With what cries and 
exclamations would she have stunned your ears ? What 
shall we say then, when a woman, guilty of homicide, a 
mother, of the murder of her innocent child, hath com- 
prised all these misdeeds, in one single crime — a crime, in 
Its own nature, detestable ; in a woman, prodigious ; in a 
mother, incredible ; and perpetrated against one whose age 
called for compassion, whose near relation claimed affection, 
and whose innocence deserved the highest &vor ?' Such 
regular climaxes, however, though they have firreat boauty, 
at the same time have the appearance of art and study ; and 
consequently, though they may be admitted into formal 
harangues, yet, they are not the language of passion, 
which seldom proceeds by such regular and measured steps. 



What passage from Cicero affi>rds a common example of this figisel 
What other fimnous instance is given ; and what is it 1 Of such regular 
cfimaxes, however, what is remarked ; and what consequence follows 1 
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LECTURE XVIII. 

FIGURATIVE LANGUAGE— GENERAL CHA- 
RACTERS OF STYLE— DIFFUSE, CONCISE, 
FEEBLE, NERVOUS, DRY, PLAIN, 
NEAT, ELEGANT, FLOWERY. 

Havino treated at considerable length of the figures of 
speech, some general observations seem incumbent, concern- 
ing the appropriate use of them. 

In the first place, not all the beauties, nor even the chief 
l>eauties of composition, depend upon tropes and figures. 
Some of the sublimest and most pathetic passages of the 
most admired authors, both in prose and poetry, are expressed 
in the simplest style, without the smallest use of figures ; 
instances of which have already been given. On the other 
hand, a composition may abound with these studied orna- 
ments ; the language may be artful, splendid, and highly 
figured, and yet the composition be frigid and unafiectmg : 
for, if the style be stiff and affected, if it be deficient in ease 
and neatness, all the figures that can be employed will 
never render it agreeable. 

In the second place, figures, in order to be beautiful, must 
rise naturally from the subject. As all of them are the 
language either of imagination, or of passion, they are beau- 
tiful, only when they are prompted by one or the other of 
these powers. They must fiow from a mind warmed by the 
object which it seeks to describe ; and the course of thought 
should never be interrupted to seek for them. Many think 
that the ornaments of style are detached from the subject, 
and can be stuck to it like lace upon a coat. And it is this 
&lse idea that has ohea brought attention to the beauties of 
writing into disrepute ; whereas, the ftal and 'propuMBia- 
i ^ 

Having treated at oonsideiable length of the figoras of apeech, what 
BeemsiDcnmbent'? What is the first; and what remark follows 1 On 
the other hand, what may a composition possess, and still be nnaflectfeg : 
and why 1 What is remarked in the second pbtcie ; and for what reasons 1 
From a mind in what state must they flow; and what follows 1 Of the 
ornaments of style, many are of what opinion ; and what has been the 
effect of this fiiJse idea 1 But of the real and moper ornaments of style, 
what is remarked ; and of a writer of genius wnat is observed 1 
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ments of style arise from sentiment. They flow in the same 
stream with the current of thought. A writer of genius 
conceives his subject strongly ; his imagination is filled and 
impressed with it ; and pours itself forth in that figurative 
language which imagination naturally speaks. He assumes 
no emotion which his subject does not excite ; he speaks as 
he feels; but hi» style will be beautiful, because his feelings 
are lively. 

In the third place, even when imagination prompts them, 
figures must not be employed too frequently. Nothing dero- 
gates more from the weight and dignity of any composition, 
than too great attention to ornament. When the ornaments 
cost labor, that labor always appears ; though they should 
cost us none, still the reader or hearer may be surfeited with 
them ; and when they come too thick, they give the im- 
pression of a light and frothy genius, that evaporates in 
show, rather than brings forth what is solid. The direc- 
tions of the ancient critics on this head, are full of good 
sense, and deserve careful attention. Cicero says, * In all 
human things, disgust borders so closely on the most lively 
pleasures, that we need not be surprised to find this hold in 
eloquence. From reading either poets or orators we may 
easily satisfy ourselves, that neither a poem nor an oration, 
which, without intermission, is showy and sparkling, can 

E lease us long. Wherefore, though we may wish for the 
'equent praise of having expressed ourselves well and pro- 
perly, we should not covet frequent applause, for being 
bright and splendid.' 

In the fourth place, without a genius for figurative lan- 
guage, none should attempt it. Imagination is a power not 
to be acquired ; it must be derived from nature. Its redun- 
dancies we may prune, its deviations we may correct, its 
sphere we may enlsurge ; but the faculty itself we cannot 
create. All e&rts towards an ornamental style, if we have 



not the proper genius for it, will prove awkward and dis- 
g^MjIPI^. ''But witHout this talent, or with a -very small 
.measuj^ of it, we may both write and speak to advantage. 



In the third place, eren when imagination prompts them, why should 
nol figures he employed too frequently 1 What is remarked of the di- 
rections of the ancient critics on this head ; and what says Cicero on this 
euhject 1 What is the fourth direction for the use of figures ; and of 
imagination what is remarked 1 Without what will all efforts towards an 
ornamental style, prove disgusting ; but what remark follows 1 
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Good sense, clear ideas, perspicuity of language, and proper 
arrangement, will always command attention; and are* 
indeed, the foundations of all solid merit, both in speaking 
and writing. 

That different subjects require different sorts of style, is 
manifest. Every one knows that treatises of philosophy 
should not be composed in the same style with orations. It 
is equally apparent, that difierent parts of the same compo* 
sition require a variation in the style and manner. Yet 
amidst this variety we still expect to find, in the composition 
of any one man, some degree of uniformity or consistency 
with himself in manner ; we expect to find some prevailing 
character of style impressed on all his writings, which 
shall be suited to, and shall mark his particular genius and 
turn of mind. The orations of Livy 'differ considerably in 
style, as they should do, from the rest of his history. The 
same observation may be applied to those of Tacitus. Yet 
in the orations of both these elegant historians, the dis- 
tinguishing manner of each may be clearly traced — the 
magnificent fullness of the one, and the sententious concise- 
ness of the other. Wherever there is real and native genius, 
it prompts to one kind of style rather than to another. 
Where this is wanting — ^where there is no marked nor , 
peculiar character in the compositions of an author, we are 
apt to infer, and not without reasonrtliat he is a vulgar and 
trivial author, who writes from imitation, and not hoax the 
impulse of original genius. 

One of the first and most obvious distinctions of the dif- 
ferent kinds of style, arises from an author's spreading out 
his thoughts more ot less. This distinction forms what is 
called the diffuse and the concise styles. A concise writer 
compresses his thoughts in the fewest possible words ; he 
employs none but such as are most expressive ; he lops off 
all those which are not a material addition to the sense. 
Whatever ornament he admits is adopted for the sake of 
force, rather than of grace. The same thought is never 

■ 11 I i— ^— I m i I II I I I I ■..■II I ■ I II 

^ What will always command attention ; and of what are they the fi)unda- 
tion 1 How does it appear that different subjects require different sorts of 
rtyle ; and what b equally apparent 1 Yet Amidst this variety, what do we 
expect to find 1 How is this remark illustrated from the writings of liVy 
and of Tacitus 1 Whenever there is real genius, to what does it prompt ; 
and where there is no peculiar character in the writings of an author, what 
are we apt to infer 1 From what does one of the first and most obvious 
distinctions of the different kinds of style arise; and what does this 
fi>nn1 

IS 
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repeated. The utmost precision is studied in his sentences ; 
and they are generally designed to suggest more to- the 
reader's imagination than they immediately express. 

A diffuse writer unfolds his thought fully. He places 
it in a variety of lights, and gives the reader every possible 
assistance for understanding it completely. He is not very 
anxious to express it at first in its mil strength^ because he 
intends to repeat the impression; and what he wants ifk 
strength, he endeavors to supply by copiousness. His pe- 
riods naturally flow into some- length ; and having room for 
ornament of every kind, he admits it freely. 

Each of these manners has its peculiar advantages ; and 
each becomes faulty when carried to the extreme. The 
extreme of conciseness becomes abrupt and obscure ; it is 
apt, also, to lead into a style too pointed, and bordering on 
the epigrammatic. The extreme, of diflusencss becomes 
weak and languid, and tires the reader. - Of conciseness 
carried as far as propriety will allow, perhaps in some cases 
ferther, Tacitus thehistorian« and Montesquieu, in ' L'Esprit 
de Loix,' are remarkable examples. . Aristotle, too, holda 
an eminent rank among didactic writers, for brevity. Of a 
beautiful and magnificent difluseness, Cicero is, beyond 
doubt, the most illustrious instance that can be given. Ad- 
dison, also, and Sir William Temple, come, in some degree, 
under this class. ^^**^- 

To determine when to adopt the concise, and when the 
difiuse manner, we must be guided by the nature of the com- 
position. ^ Discourses that are to be spoken, require a more 
copious style than books that are to be read. In written 
compositions, a proper degree of conciseness has great ad- 
vantages. It is more lively ; keeps up attention ; makes a 
stronger impression on the mind ; and gratifies the reader 
by supplying more exercise to his conception. Description, 
when we wish to have it vivid and animated, should be 
in a concise strain. Any redundant words or circumstances 
encumber the fiincy, and render the object we present to it 



Of a concise writer what is remarked ? What is observed of a diSiue 
writer 1 What is farther observed of each of these methods 1 What is 
remarked of the extreme of conciseness and also of the extreme of diffuse- 
ness % Who are the best examples that can be mentioned of conciseness s 
and who, also, of dififiiseness 1 How shall we determine when to adopt the 
oondse, and when the difiiise manner ; and of discourses that are to be spoken 
,what is renuoked 1 What are the advantage! of conciseness in written 
compo^tions 1 When should description be in a concise strain ] and why 1 
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confused and indistinct. The strength and Tivacity of 
description, whether in prose or poetry, depend much more 
upon the happy choice of one or two important circum* 
stances, than upon the multiplication of them. When we 
desire to strike the fancy, or to move the heart, we should 
be concise ; when to iniform the understanding, which is 
more deliberate in its motions, and wants the assistance of 
a guide, it is better to he full. Historical narration may he 
b^utiiiil, either in a concise or diffuse manner^ according 
to the author's genius. Livy and Herodotus are diffuse ; 
Thueydides and Sallust are- concise ; yet they are all agree- 
able. 

The nervous and the feeble, are generally considered at 
characters of style, of the same import with the concise 
and the diffuse. They do, indeed, very frequently coincide. 
Diffuse writers have, for the most part, some degree of fee- 
bleness ; and nervous writers will generally be inclined to 
a concise expression. This, however, does not always 
hold ; since there are instances of writers who, in the midst 
of a full and ample style, have maintained a considerable 
degree of strength. Livy is an example of the truth of this 
remark. The foundation, indeed, of a nervous or a weak 
style, is laid in an author's manner of thinking. If he con- 
ceives an object strongly, he will express it with energy ; 
but if he has only an indistinct view of his subject — ^if his 
ideas be loose and wavering, this will clearly appear in his 
style. Unmeaning words and loose epithets will escape 
him : his expressions will be vague and general ; his 
arrangement indistinct and wieak ; and our conception of 
his meaning will be fstint and confused. But a nervous 
writer, be his style concise or extended, gives us always a 
strong idea of his meaning : his mind being full of His sub- 
ject, his words are, consequently, all expressive ; every 
phrase and every figure which he uses, renders the picture 
which he would set before us, more striking and complete. 
It must, however, be observed, that too great a study of 

On what does the strength and vivacity of description depend 1 When 
should we be concise, and when foil 1 Of historical composition what is 
observed; and who are mentioned as examples'? How are the neryows 
and feeble generally considered ; and in what do they frequently coincide t 
There are, however, instances of writers of what description ; and who is 
an example of the troth of this remark 1 Where is the foundation of a 
nervous or a weak style laid; and how is this remark fully illustrated ? 
What must, however, be observed ; and from what does harshness pro* 
eeedl 



148 DRY STYLE. [Lkct. 18. 

strength, to tue neglect of the other qualities of style, is apt 
to betray writers into a harsh manner. Harshness proceeds 
from uncommon words, from forced inversions in the eon."* 
structions of a sentence, and too great a neglect of smooth-- 
ness and ease. This is imputed as a &ult to some of oar 
earliest classics in the English language ; such as Sir Wal* 
ter Raleigh, Sir Francis Bacon, Hooker, Harrington, Cud- 
worth, Milton in his prose works, and some oth^r writers 
of considerable reputation in the days of dueen Elizabeth, 
James I., and Charles I. These .writers had nenres and 
strength in a high degree ; and are, to this day, distinguished 
for that kind of style. But the language, in their hands* 
wtis very different from what it is at present, and was, indeed, 
entirely formed upon the idiom and construction of the 
Latin, in the arrangement of sentences* The present fana 
which the language has assumed, has, in some degree, 
sacrificed the study of strength to that of ease and perspi- 
cuity. Our arrangement has become less forcible, perhaps, 
but more plain and natural : and this is now understood to 
be the genius of our language ; the «ra of the formation of 
which, seems to be the restoration of King Charles H. 

Hitherto we have considered style under those characters 
that respect its expressiveness of an author's meaning. Wo 
shall now consider it in another view — ^with respect to the 
degree of ornament employed to embellish it. Here, the 
style of difierent authors seem to rise in the following grada- 
tion : a dry, a plain, a neat, an elegant, and a dowery man- 
ner. Of each of these we shall treat briefly, in the order 
in which they stand. 

A dry manner excludes all ornament of every kind. 
Content with being understood, it aims not to please, in the 
least degree, either the fancy or the ear. This is tolerable 
in pure didactic writing only ; and even there, to make us 
bear it, great solidity of matter is necessary, and entire 
perspicuity of language. Aristotle is a perfect example of 

To whom k thiB fanptitad as a. fauH; but of ibme wiUen wliai is ikp- 
ther lemarked 1 What was the language in their hands ; and of tBe fi>nn 
which it has at present assumed, what is remarked 1 What is noiw un- 
derstood to be the genius of our language ; and what was the «ra of its 
formation 1 Hith^to how have we considered style ; and how shaU we 
BOW consider it 1 Here, in what gradation does the style of dJJffiarent 
authors seem to rise ? What is remaxked of a drr manner ; and whevp. 
only, is this tolerable! Who is a perfect example of a dry styles ana 
what is observed of him 1 



^ 
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a dry style. Never, perhaps, was there any author who 
adhered so rigidly to the strictness of a didactic manner^ 
throughout all his writings, and conveyed so much instruc- 
tion without the least approach to ornament. But this is 
not a manner to be imitated ; as it fatigues attention, ^and 
conveys our sentiments to others with disadvantage. 

A plain style rises one degree above a dry one. A writer 
of this character employs very little ornament of any kind, 
and rests alinost entirely upon his sense. But, though he 
does not engage us by the arts of composition, he avoids dis- 
gusting us like a dry and a harsh writer. Besides perspi- 
cuity, he observes propriety, purity, and precision, in his 
language ; which form no inconsiderable degree of beauty. 
Liveliness and force are, also, consistent with a plain style ; 
and, therefore, such an author, if his sentiments be good, 
may be sufficiently agreeable. The difference between a 
dry and a plain writer, is, that the former is incapable of 
ornament, and seems not to know what it is ; the latter does 
not seek after it. He 'gives us his meaning in language 
distinct and pure ; but about any farther ornament, he gives 
himself no trouble ; either, because he thinks it unnecessary, 
or because his genius does not lead him to delight in it. Of 
writers that have employtd the plain style. Dean Swift and 
Mr. Locke, are, perhaps, the most eminent examples. 

What is called a neat style comes next in order : and here 
we are advanced into the region of ornament ; but that orna- 
ment is not of the most sparkling kind. A writer of this 
character, shows that he does not despise the beauty of lan- 
guage, by his attention to the choice of his words, and to 
tneir graceful collocation. His sentences ^re always free 
from the incumbrance of superfluoui^j^ords ; are \f a 
moderate length ; rather inclining to brevity than to a swell- 
ing structure ; and closing with propriety. His cadence is 
varied ; but not of the studied musical kind. His fibres, 
if he uses any, are short and correct, rather than bold and 
glowing. Such a style may, by industry and attention, be 

Why is not this manner to be imitated ? Of a writer in plain st^ 
what is remarked % Besides perspicuity, what does he observe ; and what 
do Uiey form 1 What are also consistent with a plain style ; and, therefiure, 
what foQowB 1 What is the difference between a dry and a plain writer ; 
and of the latter kind, who are the most eminent examples 7 Of a neat 
stde what is remarked ; and what is observed of a writer of this character i 
What is said of his sentences, his cadence, and his figures') By whom 
may such a style be attained: and to what is it applicable 1 

13* 
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attained by a writer whose powers of &ncy and genius are 
not extensive ; and it is not unsuitable to any subject whatever. 

An elegant style admits a higher degree of ornament than 
a neat one ; and possesses all the virtues of ornament, with* 
out any of its excesses or defects. Complete elegance im- 
plies great perspicuity and propriety ; • purity in the choice 
of words, and care and dexterity in their harmonious and 
happy arrangement. It implies fiairther, the grace and 
beauty of imagination spread over style, as far as the subject 
admits it ; and all the illustrations which figurative language 
afibrds, when properly employed. An elegant writer, in 
short, is one who pleases the fancy and the ear, while he 
informs the understanding ; and who clothes his ideas with 
all the beauty of expression, but does not overload them 
with any of its misplaced finery. In this class, therefore, 
but few writers in our language are placed ; such as Addi* 
sent Dryden, and Pope ; and a few others of the same order. 

A florid style is one in which ornament abounds to excess. 
This, in a young composer, is not only pardonable, but 
often indicates a bold and inventive genius. But, although 
it may be allowed to youth, in their first attempts, it must not 
receive the same indulgence from writers of more experience. 
In them judgment should chasten imagination, and reject 
every ornament which is unsuitable or redundant. This 
tinsel splendor of language, which some writers perpetually 
affect, IS truly contemptible. With these, it is a iuxuriancy 
of words, not of fancy. They forget that unless it be 
founded on solid thought, the most florid style is but a child- 
ish imposition upon ignorant and unthinking readers. 

What does an elegant style admit ; and what does it possess 1 Whtl 
does ^nnplete elegance imply ; and what does it still farther imply 1 What, 
in short, K aneleiant writer ; and in this class who are {dacea? What It 
a florid style ; aiM what is observed of it in youth % Bat in whom must it 
not receive the same Indulgence ; and why 1 Of this tinsel splendor of 
language, and of the writers who use it, what is farther remarkeol 

ANALYSIS. 



1. The appropriate use of figufes. 

A. The first direction. 

B. The second direction. 

C. The third direction. 

D. The fourth dijrection. 

S. Style, with respect to its ex- 
pression. 
A. Thedifiuaeandtheoonciia 



B. The nervous and the ^hfo 
sl^ie* 
3. Style, with respect to omunent 

A. A dr^ style. 

B. AfJainstyle. 

C. AneatBtjfie. 

D. An elegant style. 
£. Ailoridfl^fe. 



LECTURE XIX. 

GENERAL CHARACTERS OF STYLE-SIMPLE, 

AFFECTED, VEHEMENT— DIRECTIONS 

FOR FORMING A PROPER STYLE. 

Wk next proceed to treat of style under another charac- 
ter ; which is one of great importance in writing, and which 
requires to be accuratel]^ examined — that of simplicity as 
distinguished from affectation. Simplicity, applied to writms^y 
is a term very commonly used ; but, like many other criti- 
cal terms, often used vaguely and without precision. The 
different meanings given to the word simplicity, has been 
the chief caAse of this inaccuracy. It will not, therefore, 
be improper to make a distinction between them, and show 
in what sense simplicity is a proper attribute of style. There 
are four different acceptations in which this term is taken. 

The first is simplicity of composition, as opposed to too 
great a variety of parts. Ho'race's precept refers to this : 

Deniqtie dt qaod via nmplez dnntazat et unum. 

Then le&rn the wandering humor to control, 

And ketone equal' tenor through the whole. JFYaneitu 

Thi^ is .the simplicity of plan in a tragedy, as distincifished 
from double plots,* and« crowded incidents — the simplicity of 
the Iliad or the JEaeid^ in opposition to the digressions of 
Lucan ; the simplicity of Grecian architecture, in opposition 
to .the irregular variety of the Grothic. Simplicity, in this 
sense^ is the same as unity. 

' The second *sense*is 'Simplicity of thought, in opposition 
to refinement. -Bimple thoughts are those which flow 
nati:frally*->w&ich are easily suggested by the subject or 
occasion ; and which, when once suggested, aire universally 

Under what chancier do we next proceed to tieat of style ; and what Is 
laid of It 1 Of pmplicity, when i4>plied to writing, what la remarked; 
and what haa been Uw cnief cause d this inaccuracy 1 What, therefore^ 
Witt not he improper ; and in how many difierant acoeptatioos is the terai 
Ukokt What is the firsC; 4nd in reference to this what is the pnoept of 
Qorace 1 What examples of simplicity of this kind are mentioned ; and 
in this sense simplicity 18 the same as what 1 What is the second aoMs; 
and idial aw wnpie uuNightB 1 
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understood. Refinement in writing, expresses a less ob- 
Tious and natural train of thought, and which it required a 
peculiar turn of genius to pursue — ^within certain bounds 
very beautiful ; but when carried too far* approaching to 
intricacy, and is unpleasing, from the appearance of being' 
fiir sought. Thus, we should naturally say, that Mr. Par- 
nell is a poet of far greater simplicity, in his turn of thought, 
than Mr. Cowley ; Cicero's thoughts on i^ioral subjects are 
natural; Seneca's too refined and labored. In these two 
senses of simplicity, it has no relation to style. 

A third sense of simplicity, is that in which it regards 
style ; and is opposed to too much ornament or pomp of 
language. Thus we say, Mr. Locke is a simple, and Mr. 
Hervey a florid writer. The simplest style, in this sense, 
coincides with the plain or neat style, and, therefore, requires 
no farther illustration. 

There is a fourth sense of simplicity, which also respects 
style ; but it regards not so much the degree of. ornament 
employed, as the easy and natural manner in which our 
language expresses our thoughts. In this sense simplicity 
is compatible with the highes.t ornament. Homer, for ex- 
ample, possesses this simplicity in the greatest perfection ; 
and yet no writer has more ornament and beauty. This 
simplicity, which is what we are now to consider, stands 
opposed, not to ornament, but to afiectation of ornftment, or 
appearance of labor about* our style ; and is a distinguished 
excellency in writing. • 

A writer of simplicity expresses himself in such a man- 
ner, that every one thinks he could have written in the same 
way ; Horace describes it, 

ut sibi quivis 



Speret id6m, s^idet muUum, firustrcMjUQ laboret 
AuBUB idem. 

From well-known tales such fictions would I raise, 
. As all might hope to imitate with ease ; 
Yet while they strive the same success to gain, 
Should find their labors and their hopes ip vain. JFVanew. 

What does refinement in writing express ; and what is observed of iti 
To illustrate this remark, what examples are mven? What is the third 
sense of simplicity \ and how is this illustrated ? With what does the 
simple style in this sense corresfKtnd; and, therefore, what followBl 
What is the fourth sense of simplicity ; and in this sense with what b it 
compatible 1 Who is an example of this simpUeity ; and what is observed 
of him ? To what does this simplicity stand opposed ; and how is it rc- 
ffaided % How does a writer of simplicity express himself j and how does 
Horace describe it 1 
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There are no marks of art in his expression : it seems tbe 
venr languag'e of nature : we see not the stylOf not the 
writer and his labor, but the man in his own natural cha* 
racter. He may be rich in his expression ; he may be full of 
figures and of £mcy ; but these flow from him without 
effort ; and he appears to write in this manner, not because 
he has studied it, but because it is the manner of expression 
most natural to him. With this character of style, a cer^ 
tain degree of negligence is not inconsistent; it is even not 
ungraceful ; for too accurate an attention to words is foreign 
to it. The great advantage of simplicity of style is, that 
like simplicity of manners, it shows us a man's sentiments 
and turn of mind, laid open without disguise. . More studied 
and artificial manners of writing, however beautiful, hare 
always this disadvantage — that they exhibit an author in 
form, like a man at court, where the splendor of dr^a» 
and the ceremonial of behavior, conceal those peculiarities 
which distinguish pne man from another. But reading an 
author of simplicity, is like conversing with a person of rank 
at home, and with ease, where we see his natural manners, 
and his real character. 

With respect to simplicity in general, we may remark, 
that the ancient original writers are always the most eminent 
for it. This proceeds from a very obvious cause— that they 
wrote from tbe dictates of natural genius, and were not 
formed, upon the labors and. writings of others, which will 
always, without great care> produce affectation. Hence» 
amon^ the Greek writers, we have more models of a beautiful 
simphcity than among the Romans. Homer, Hesiod* 
Anacreon, Theocritus, Herodotus, and Xenophon, are all 
distinguished for it. Among the Romans also, we have 
some writers of this character ; particularly Terence, Lu- 
cretius,, and Julius Csesar. 

Of the highest degree of simplicity in style, Mr. Addison 
is, beyond doubt, i||b- most perfect example in the English 
language. In perspicuity and purity, he stands unequalled ; 

Of a writer of this deacripdon what is fiurther obflenred 1 Widi thk 
manner of writing what ia not inconaiatent ; and why 1 What ia the 
great advantage or simplicity of style ; uid what disadTantage have more 
studied and artificial manners of writin|j[ 1 But reading an aodior of aim- 
plicity ia like what 1 With respect to smiplicityln general, what nnj we 
vnnark; and from what does tius proceed 1 Hence, amoQg the Gteek 
and Roman writers, what foUows ? As it reroects the highest di^^rae of 
wnplidty instyle, what is observed of Mr. Addison 1 
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and his precision, though not great, is as great as his sub— 
jects generally require. The construction of his sentences 
is easy, agreeahle, and commonly very musical. In figu- 
rative language he is rich ; particularly in metaphors 5 
which are so employed as to render his style splendid, with- 
out heing gaudy. There is not the least afiectation in his 
manner : we see no mark of lahor ; nothing forced or con- 
strained ; hut great elegance joined with great ease and sim- 
plicity. He is particularly distinguished hy a character of 
modesty and politeness, which appears in all his writings. 
No writer has a more popular ana insinuating manner ; and 
the g^eat regard which he every where shows for virtue and 
religion, recommends him highly. If he feils in any thing, 
it is, that he wants strength ; which renders his manner, 
though perfectly suited to the essays in the Spectator, not 
altogether a proper model for any of the higher kinds of 
composition. 

Of affectation in Style, which is opposed to simplicity, we 
have a remarkahle instance in our language. Lord Shaftes- 
bury, though an author of considerable merit, can express 
nothing with simplicity. He seems to have considered it 
vulgar, and beneath the dignity of a man of fashion, to 
speak like other men. Hence, he is perpetually in buskins ; 
replete with circumlocutions and artificial elegance. In 
every sentence the marks of labor are visible ; no appear- 
ance of that ease which expresses a sentiment coming natural 
and warm from the heart. Hd abounds with figures and 
ornaments of every kind ; is sometime^ happy in them ; but 
his fondness for them is too conspicuous ; and having once 
seized some metaphor or allusion that pleased him, he 
knows not how to part with it. He possessed delicacy and 
refinement of taste, to a degree that may be called excessive 
and sickly ; but he had little warmth of passion ; and the 
coldness of his character suggested that artificial and stately 
manner which appears in his writings. 4jNo author is more 
dangerous to the tribe of imitators than Shaftesbury, who, 

- 

Of the construction of his sentences, and of his metaphors, particulariy, 
what is iiemarked % What ren^iirks follow ? For what is he particularly 
. distiagiiished ; and what recovtnend him highly ? If he fails in any 
thing, in what is it ; and what ib its effect 1 Of alTectation in style, who 
is the most remarkable instance in our language ; and what is remarked 
of him 1 In every sentence what are visible ; and without any appear- 
ance of what 1 With what does he abound ; and what is observed of 
them 1 What did he possess ; and to what degree 1 Why is he danger^ 
Oils to the tribe of imitoton 1 
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amidst very consi4erable blemishes, has, at the same time, 
many dazzling and imposing beauties. 

It is very possible, however, for an author to write with 
simplicity, and yet to be destitute of beauty. He may be 
free from affectation, and not have merit. The beautiful 
simplicity supposes an author to possess real genius ; and 
capable of writing with solidity, purity^, and liveliness of 
imagination. In this case the simplicity or unaffectedness 
of his manner is the crowning ornament : it heightens every 
other beauty ; it is the dress of nature, without which all 
beauties are imperfect. But if the mere absence of affecta- 
tion were sufficient to constitute the beauty of style, weak 
and dull writers might often have pretensiions to it. And 
accordingly we frequently meet with pretended critics, who 
extol the dullest writers on account of what they call the 
' chaste simplicity of their manner ;' which, in fact, is nothing 
but the absence of all ornament, through the mere want of 
genius and imagination. A distinction, therefore, must be 
made between the simplicity which accompanies true genius, 
and which is perfectly compatible with every proper orna- 
ment of style, and that which is no other than a careless 
and slovenly manner. 

Another character of style, different from those which 
have already been maationea, is the vehement. This always 
implies strength; and is not, in any respect, inconsistent 
with simplicity. It is distinguished by a peculiar ardor ; it 
is the language of a man whose imagination and passions 
are heated, and strongly affected by what he writes ; who 
is, therefore, negligent of lesser graces, but pours himself 
forth with the rapidity and fullness of a torrent. It belongs 
to the higher kinds of oratory ; and, indeed, is rather ex- 
pected from a man who is speaking, than from one who is 
writing in his closet. The orations of Demosthenes furnish 
the fullest and most perfect example of this species of style. 

Having ascertained and explained the different characters 

How does it appear that an author may* write with simplicity, and yet be 
destitute of beauty ; and what does the beautiful nmplicitv suppose 1 In 
this case what is the crowning' ornament ; and .why ? But if the mere 
absence of affectation were sufficient to constitute the beauty of style, what 
would f<^ow 1 Acoordinely, with what do we frequently meet ; and 
what is observed of it 1 Between what, therefore, must a distinction be 
made % Of the vehement style what is remarked ; and with what is it not 
inconsistent '? What is farther observed of it ; and to what does it belong 1 
Whose orations furnish an example of this species of style 1 Having ex« 
plained the different chaxacters of style, with what shall we oonclude'{ 
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of atylef we shall conclude our obeenrations with a ferw 
directions for the attainment of excellence in writing. 

The first direction pro{>er to be observed, is, to study- 
clear ideas on the subject concerning which we are to write 
or to speak. This direction may appear, at first, to have 
little relation to style; but its relation to it is extremely 
close. The style and thoughts of a writer are so intimately 
connected, that, as has already been frequently hinted, it is 
often difSicuIt to distinguish them. Wherever the impression 
of things upon our minds are fiiint and indistinct, or per- 
plexed ana confused, our style, in treating of such things, 
will infallibly be so too. But, what we conceive clearly 
and feel strongly, we shall naturally express with clearness 
and with strength. We should, therefore, think closely on 
the subject, till we shall have attained a fiiU and distinct view 
of the matter which we are to clothe in words — till we be- 
come warm and interested in it ; then, and not till then, shall 
we find expression begin to fiow. 

In the second place, to the acquisition of a good style* 
frequency of composing is indispensably necessary. Man v 
rules respecting style have been delivered, but no rules will 
answer the end without exercise and habit. At the same 
time, it is not every sort of composing that will improve 
style. This is so &r from being the case, that by frequent, 
careless, and hasty composition, we shall acquire a very bad 
style ; and shall have more trouble afterwards in unlearning 
fiiults, and correcting neglic^ences, than if we had not been 
accustomed to compose at ail. In the beginning, therefore, 
we ought to write with great deliberation and care. Facility 
and rapidity are the fruit of practice and experience. We 
must be cautious, however, not to retard the course of 
thought, nor cool the ardor of imagination, by paudng too 
long on every word we employ. There is, on certain 
occasions, a glow of composition which should be kept up, 
if we hope to express ourselves happily, though at the ex- 
pense 01 some inaccuracies. A more 'severe examination 
must be the work of correction. What we have written 
should be laid aside for some time, till the ardor of compo* 

What 10 the fint ; and what 10 Temarked of itt How is this lemafk 
iUastrated 1 What should we, therefore, do \ and why ? In the second 
lilaoe, to the acquisition of a good style, what is requisite ; bat at the same 
time, why will not every kind of composition improye it 1 In the begin- 
■inff, therefore, how should we write ; but of what must we be cautious; 
and why 1 How should we correct what we may have written 1 
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toidon be past ; till -the partiality for our expressions be 
"^reakened, and th6 expressions themselves he forgotten ; and 
tlien, examining our work with a cool and critical eje^ as if 
it were the performance of another, we shall discover man j 
imperfections, which at first escaped oar notice. 

jm the third place, an acquaintance with the style of the 
'best authors is peculiarly requisite. Hence a just taste will 
lie formed, and a copious fund of words be supplied, on ererr 
subject. No exercise, perhaps, will be found more aseful 
fox acquiring' a proper style, than to translate some passage 
Irom an elegant author, into our own words. Thus to take, 
ioT instance, a page ol one of Mr. Addison's papers in the 
Spectator, and read it carefully two or three times over, till 
we are in full possession of the thoughts it contains ; then 
to lay aside the book ; to attempt to write out the passage 
jfirom memory, as well as we can ; and having done so, open 
the book, and compare what we have written with the style 
of the author. Such an exercise will, by comparison, show 
us where our defects lie ; will teach us how to correct them ; 
and, from the variety of expression which it will exhibit, 
will conduct us to that which is most beautiful and perfect. 

In the fourth place, a (Caution must be given against a 
servile imitation of any one author whatever. Imitation 
hampers genius, and generally produces stiffness of ex* 
pression. They who follow an author minutely, commonly 
copy his faults as well as his beauties. No one will ever 
be an accomplished writer or speaker, who has not some 
confidence in his own genius. We ought carefully to avoid 
using any author's particular phrases, or transcribing pas- 
sages from him : such a habit will prove fatal to all genuine 
composition. It is much better to possess something of our 
own, though of inferior beauty, than to endeavor to shine in 
borrowed ornaments, which will, at last, betray the utter 
barrenness of our genius. 

In the fifth place, it is an obvious, but material rule, with 
respect to style, that we always study to adapt it to the sub- 
ject, and also to the capacity of our hearers, if we are to 



Whatis the tfahd dtrectioni What exeicifle is rocommended ; and 

'Wliat illustration U given ? What will be the effect of such an exercise 1 

What is the fivurth direction ; and why is it given ? Without what will 

no one ever he an accomplished writer or speaker: what ought we, there* 

Ibra, carefuUj to avoid ; and whj 1 What leniariL follows 1 In the fifth 

place, what is an obvioosnile with respect to style \ and what is awkward 

and ahsard 1 
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speak in pablic. To attempt a poetical style, when it should 
be our business to argue and reason only, is, in the highest 
d^ree, awkward and absurd. To speak with elaborate 
pomp of words, before those who cannot comprehend them^ 
IS equally ridiculous and useless. When we begin to write 
or speak, we should previously impress on our minds a 
complete idea of the end to be aimed at ; keep this steadily 
in view, and adapt our style to it. 

We must, in the last place, remember, that attention to 
style must not engross us so much, as to prevent a higher 
degree of attention to the thoughts. This rule is the mere 
necessary, since the present taste of the age seems to be 
directed more to style than to thought. It is much more 
easy to dress up trining and common thoughts with some 
ornament of expression, than to afford a fund of vigorous, 
ingenious, and useful sentimetits. The latter requires 
genius ; the former may be attained bv industry, with the 
aid of very superficial parts. Hence tne crowd of writers 
who are rich in words, but poor in sentiments. The public ear 
is now so much accustomed to a correct and ornamented 
style, that no writer can, with safety, neglect the study of 
it. But he is a contemptible one, who looks not beyond the 
dress of language ; who lays not the chief stress updn his 
matter ; and who does not regard ornament . as a secondary 
and inferior recommendation. V 
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What is equally ridiculous and uselen ; and jf/kat remark fblkfws 1 
What must we, in the last place, remember ; and why is this rule the moro 
neceasaiy 1 What remark follows ; and why is this the case 1 What is 
the present state of the public ear ; and who, consequently, is a con- 
temptible writer ? 
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LECTURE XX. 

CRITICAL EXAMINATION OF MR. ADDISON'S 
STYLE, IN No. 411 OF THE SPECTATOR. 

Hatiko, from its importance, insisted fully on the subject 
of language and style in general, we shall now enter upon a 
critical analysis of the style of some good author. This 
will suggest observations that we have not hitherto had 
occasion to make, and will show, in a proper light, some of 
those which have been made. 

Mr. Addison is the author chosen for this purpose. The 
Spectator, of which his papers are the chief ornament, is in 
the hands of every one, and cannot be praised too highly. 
The good sense and good writing, the useful morality, and 
the admirable vein of humor which abound in it, render it 
one of those standard books whidi have done the greatest 
honor to the English nation. The general character of Mr. 
^Addison's style, as formerly given, is natural and unaffected, 
easy and polite ; and full of those graces which a 
flowery imagination diffuses over writing. At the same 
time, though one of the most beautiful writers in the lan- 
guage, he is not the most correct — a circumstance which 
renders his composition the more proper to be the subject of 
our present criticism. The free and flowing manner of this 
amiable author, sometimes led him into inaccuracies, which 
the more studied circumspection and care of far inferior 
writers, have taught them to avoid. Remarking his beau- 
tieic, therefore, which we shall have frequent occasion to do, 
as we proceed, we must also point out his negligences and 
defects. The|^per with which we commence, is No. 411, 
the first of his celebrated Essays on the Pleasures of the 
Imagination. It begins thus : 

* Our sight is the most perfect, and most delightful of all 
our senses/ 

This is an excellent introductory sentence. It is clear, 
precise, and simple. The author lays'down, in a few plain 
words, the proposition which he is going to illustrate. In 
this manner we should always commence. A first sentence 
should seldom be long, and never intricate. 

He might have said, * Owr sight is the fMsi perfect and 
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tke most delightful.^ But in omitting to repeat the article 
they he has been more judicious ; since, between perfect and 
deHghtfulf in the present case, there being no contrast, such, 
a repetition was unnecessary. He proceeds : 

' It fills the mind with tne largest variety of ideas, con- 
rerses with its objects at the greatest distance, and continues 
the longest in action, without being tired or satiated with its 
proper enjoyments.' 

This sentence is remarkably harmonious, and well con- 
atructed. It possesses, indeed, most of the properties of a 
perfect seiitence. It is entirely perspicuous. It is loaded 
with no unnecessary words. Tnat quality of a good sen- 
tei)ice, which we termed its unity, is here perfectly pre- 
served The members of it also grow and rise above each 
other in sound, till it is conducted to one of the most har- 
monious closes that our language admits. It has also 
another beauty — ^it is figurative, without b^ng too much bo 
for the subject. There is no fault in it whatever, except that 
a severe critic, might, perhaps, object that the epithet targc^ 
which he applies to variety^ is more commonly applied to 
extent than to number. It is evident, however, thiU he em- 
ployed it to avoid the repetition of the word greats, which 
occurs immediately afterwards. 

* The sense of feeling can, indeed, give us a notion of 
extension, shape, and all othen ideas that enter at the eye, 
except colors ; but, at the same time, it is very much 
straightened and confined in its operations, to the number, 
bulk, and distance of its particular objects.' 

This sentence is not so happy as the preceding. It is, 
indeed, neither clear nor elegant. Extension and shape can, 
with no propriety, be called ideas ; since th&^ are proper- 
ties of matter. Neither can we properly speak of any 
sense giving %s a notion of ideas ; because our senses give 
us the ideas themselves. The latter part of the sentence is 
Still more conAised. The sense of feeling, we are told, is 
confined in its operations, to the number, bulk, and distance 
of lis particular objects. But is not every sense confined, 
as much as the sense of feeling, to the number^ bulk, and 
distance of its own objects ? The turn of expression is 
also here very inaccurate ; and it requires the two words, 
mth regard, to be inserted after the word operations, to make 
the sense clear and intelligible. The epithet particular^ 
seems to be used instead ai peculiar; but these words, 
thou]gh often confounded, are of very different import. Par- 
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tienlar is opposed to gtneral ; peculiar is opposed to what is 
possessed in common with others, 

* Out sight seems designed to supply all these defects, 
and may be considered as a more delicate and diffusive kind 
cf touch, that spreads itself over an infinite number of bodies, 
comprehends the largest figures, and brings into our reach 
some of the most remote parts of the universe.* 

. Here again the author's style returns upon us in all its 
beauty. This sentence is distinct, graceful, well arranged, 
and musicaL Its construction is so similar to that of the 
second sentence, that, had it immediately followed it, we 
should have been sensible of a faulty monotony. The 
interposition of another sentence, however, prevents this un- 
pleasing effect. 

* It is this sense which furnishes the imagination with its 
ideas ; so that by the pleasures of the imagination or fancy, 
(which I shall use promiscuously,) I here mean such as 
arise from visible objects, either when we have them actually 
in our view ; or when we call up their ideas into our minds, 
by paintings, statuies, descriptions, or any the like occasion.' 

In place of. It is this sense which furnishes^ the author might 
have more briefly said, This sense furnishes. But the mode 
of expression which he has used, is here more proper. This 
sort of full and ample assertion, it is this which, is fit to be 
used when a proposition of importance is laid down^ to 
which we seek to call the reader's attention. It is like 
pointing to the object of which we speak. The parenthesis 
m the middle of the sentence is not clear. He should have 
. said, terms which I shall use promiscuously ; as the verb use 
relates not to the pleasures of the imagination, but to the 
terms fency and imagination, which he was to employ as 
synonymous. To call a painting or a statue an occasion, is 
not an accurate expression ; nor is it very proper to speak 
of cabling up ideas by occasions. The common phrase, any 
such means, would have been more natural and appropriate. 

* We cannot, indeed, have a single image in the fancy, 

that did not make its first entrance through'the sight ; but 

we have the power of retaining, altering, and compounding 

those images which we have once received, into all the 

varieties of picture and vision that are most agreeable to 

the imagination ; for, by this faculty, a man in a dungeon 

is capable of entertaining himself with scenes and landscapes 

more beautiful than any that can be found in the whole com* 

MSB of natufe.' 

'^ 14* 
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In one member of this sentence there is an inaccuracy in 
syntax. It is very proper to say» altering amd compounding 
tikose images which we have once received, into all the vari- 
eties of picture and vision : but we can with no propriety 
say, retaining them into all the varieties; and yet, the 
arrangement requires this construction. This error might 
have been aroided by arranging the passage in the following* 
manner : * We haye the power of retaining, ahering, and 
compounding those images which we have once received ; 
and of formins' them into ail the varieties of picture and 
vision.* The latter part of the sentence is perspicuous and 
elegant. 

* There are few words in the English language which 
are employed in a more loose and uncircumscribed sense, 
than those of the fancy and the imagination.' 

Except when some assertion of consequence is advanced, 
these little words, it is, and there are, ought to be avoided as 
redundant and enfeebling. The first two words of this sen- 
tence, therefore, would have been much better omitted. 
The article prefixed to fancy and imagin^ation, should also 
have been left out, since he does not mean the powers of the 
fancy and the imagination, but the words only. The sen- 
tence should have run thus : * Few words in the English 
language are employed in a more loose and uncircumscribed 
sense, than fancy and imagination.' 

' I therefore thought it necessary to ^x and determine the 
notion of these two words, as I intend to make use of them 
in the thread of my following speculations, that the reader 
may conceive rightly what is the subject which I proceed 
upon.' 

Though the words ^x and determine, may, at first sight, 
appear synonymous, yet they are not so. We fix what is 
Hose ; that is, we confine the word to its proper place, that 
it may not fluctuate in our imagination, and pass from one 
idea to another ; and we determine what is uncircumscribed; 
that is, we ascertain its limits, we draw the circle round it, 
that we may see its boundaries. These two words, there- 
fore, are applied here with peculiar grace and delicacy. 

The nation of these words, is rather a harsh phrase ; at 
least, it is not so commonly used as the meaning of these 
words. As I intend to make use of them in the thread of my 
^cula4ians, is, also, evidently &ulty. A sort of metaphor 
is improperly mixed with words in their literal sense. Ho 
should have simply said» as I intend to make uu of them in 
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«iy following speculations^ The subject which I proceed 
v^on, is an ungraceful close of a sentence ; it should have 
been, the subject upon which I proceed. 

* I must therefore desire him to remember, that by the 
pleasures of the imagination, I mean only such pleasures 
aa arise originally from sight, and that I diyide these plea- 
sures into two kinds.* 

As the .last sentence began with, / therefore thought it 
necessary to fix, it is careless to begin this sentence in a 
manner so very similar — / must therefore desire him to re- 
member ; especially as the small Taiiation of using, on this 
account, ot, for this reason^ in place of therefore, would have 
amended the style. In the phrase, / mean only such plea- 
9uresy the word only is not in its proper place. It is not 
intended here to qualify the verb mean, but such pleasures ; 
and ought, therefore, to be placed immediately after the 
latter. 

' My design being, first of all, to discourse of those pri- 
mary pleasures of the imagination, which entirely proceed 
from such objects as are before our eyes ; and, in the next 
place, to speak of those secondary pleasures of the imagina- 
tion, which flow from the ideas of visible objects, when the 
objects are not actually before the eye, but are called up 
into our memories, or formed into agreeable visions of 
things, that are either absent or fictitious.' 

In laying down the division of a subject, it is of im- 
portance to study neatness and brevity as much as possible. 
This sentence is not happy in this respect. It is somewhat 
clogged by a tedious ^raseology. My design being first 
of ally to discourse — in the next place to speak of such objects 
ms are before our eyes — things that are either absent or 
fictitious. Several words might have been omitted here* 
and the style rendered more neat and compact. 

* The pleasures of the imagination, taken in their full 
extent, are not so gross as those of sense, nor so refined as 
those of the understanding.' 

This sentence is clear and elegant. 

' The last are indeed more preferable, because they are 
founded on some new knowleage or improvement in the 
mind of man : yet it must be confessed, that those of the 
imagination are as great and as transporting as the other.' 
. The phrase more preferable, in the beginning of this sen- 
tence, is so palpable an inaccuracy, that we are surprised 
how it could have escaped the observation of Mr. Addison. 
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It roust be farther observed, that the proposition contained in. 
the last member of this sentence, is neither clear nor neatly 
expressed — it must be confessed^ that those of the imagines 
tion are as great, and as transporting as the other. In the 
beginning of this sentence, he had called the pleasures of 
the understanding the last ; and he concludes with observing, 
that those of the imagination are as great and transporting* 
OtS the other. Now, besides that the other makes not a proper 
contrast with the last, it is left doubtful, whether hy the other, 
are not meant the pleasures of the understanding, os the 
pleasures of sense, for it may refer to either by the construc- 
tion; though, no doubt, it was intended to refer to the 
pleasures of the understanding only. 

' A beautiful prospect delights the soul as much as a de- 
monstration ; and a description in Homer has charmed more 
readers than a chapter in Aristotle.' 

This is a good illustration of what had been asserted, and 
is expressed with that elegance for which Mr. Addison is so 
remarkable. 

'Besides, the pleasures of the imagination have this 
advantage above those of the understanding, that they are 
more obvious, and more easy to b^ acquired.' 

This is also an unexceptionable sentence. 

* It is but opening the eye, and the scene enters.' 

This sentence is lively and picturesque. By the gayety 
and briskness which it gives the style, it shows the great 
advantage of intermixing long and short sentences. We 
must remark, however, a small inaccuracy— «^ scene cannot 
be said to enter : an actor enters ; but a scene appears, or 
presents itself. 

* The colors paint themselves on the fancy, with very little 
attention to thought or application of mind in the beholder.' 

This is another beautiful illustration ; and carried on with 
that agreeable floweriness of fancy and style, which is so 
well suited to those pleasures of the imagination, of which 
the author is treating. 

* We are struck, we know not how, with the symmetry of 
any thing we see, and immediately assent to the beauty of an 
object, without inquiring into the particular causes and 
occasions of it.' 

We assent to the truth of a propositi(m ; but cannot, withooj^^ , 
impropriety, be said to assent to the beauty of an object. 
Acknowledge would have expressed the sense with more 
propriety. In the conclusion, too, both particviar and ocea \ 
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sions are superfluous words ; and the pronoun it, is, in some 
measure, ambiguous, its reference not being clear. 

* A man of a polite imagination is let into a great many 
pleasures, that the vulgar are not capable of receiving*' 

Polite^ is perhaps, applied with more propriety to mamiera, 
than to the mind or imagination. There is nothing farther 
to be observed on this sentence, unless it be, the use of that 
fi>r a relative pronoun, instead of which — a usage which is 
too frequent with Mr. Addison. Which is esteemed prefer- 
able to that^ in all cases, except where it is necessary to avoid 
an ungraceful repetition. 

'He can converse with a picture, and find an agreeable 
companion in a statue. He meets with a secret refreshment 
in a description ; and oflen feels a greater satis&ction in the 
prospects of fields and meadows, than another does in the 
possession. It gives him, indeed, a kind of property in 
every thing he sees ; and makes the most rude uncultivated 
parts of nature administer to his pleasure : so that he looks 
upon the world, as it were in another light, and discovers in 
it a multitude of charms that conceal themselves from the 
generality of mankind.' 

This sentence is easy, flowing, and harmonious. We 
must, however, observe a slight inaccuracy. It gives him 
a kind of property — to this it^ there is no antecedent in the 
whole paragraph. To discover its connection, we must 
look back to the third sentence preceding, which begins 
with, a man of polite imagination. This phrase, polite 
imaginatioT^ is the only antecedent to which i^ can refer \ 
and even this is not a proper antecedent, since it stands in 
the genitive case, as the qualification only of a man* 

* There are, indeed, but very few, who know how to be 
idle and innoc^it, or have a relish of any pleasures that are 
not criminal ; every diversion they take, is at the expense of 
some one virtue or another, and their very first step out of 
business is into vice or folly.' 

This sentence is truly elegant, musical, and correct. 

* A man should endeavor, therefore, to make the sphere of 
his innocent pleasures as wide as possible, that he may re- 
tire into them with safety, and find in them, such a satis- 
fiiction as a wise man would not blush to take.' 

This also is a good sentence, and gives occasion to no 
material remark. 

* Of this wUure are those of the imagination, which do 
not require such a bent of thought as is necessary to our 
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more serious emplo3rments, nor, at the same time, safier the 
mind to sink into that indolence and remissness, which are 
apt to accompany our more sensual delights ; but like a gen- 
tle exercise to the faculties, awaken them from sloth and 
idleness, without putting them upon any labor or difficulty.' 

The beginning of this sentence is not correct, being too 
loosely connected with the preceding one. Of this ntUuref 
says he, (trt those of the imagination. It might be asked, 
of what nature? For the preceding sentence had not 
described the nature of any class of pleasures. He had said 
that it was every man's duty to make the sphere of his in* 
nocent pleasures as extensive as possible, in order that, 
within that sphere, he might find a safe retreat and a lauda- 
ble satisfaction. The transition, therefore, is made loosely. 
It would have been better had he said, ' This advantage we 
gain,' or, ' This satisfaction we enjoy,' by means of the 
pleasures of the imagination. The rest of the sentence is 
unexceptionable. 

' We might here add, that the pleasures of the fimcy are 
more conducive to health than those of the understanding, 
which are worked out by dint of thinking, and attended 
with too violent a labor of the brain.' 

On this sentence, nothing occurs deserving dif remark, 
except that, toorked out by dint^ of thinking, which borders 
too much on vulgar and colloquial language, to be proper 
for being employed in a polished composition. 

^ Delightful scenes, whether in nature, painting, or 
poetry, have a kindly influence on the body, as well as the 
mind, and not only serve to clear and brighten the imagi- 
nation, but are able to disperse grief and melancholy, and to 
set the animal spirits in pleasing and agreeable motions. 
For this reason. Sir Francis Bacon, in his Essay upon 
Health, has not thought it improper to prescribe to his reader 
a poem, or a prospect, where he particularly dissuades him 
from knotty and subtle disquisitions, and aidvises him to 
pursue studies that fill the mind with splendid and illustrious 
objects, as histories, fables, and contemplations of nature.' 

In the latter of these two sentences, a member of the pe- 
riod is improperly placed — where he particularly dissuades 
him from knotty and subtle disquisitions : these words 
should, doubtless, have been placed in the following man- 
ner : Sir Francis Bacon, in his Essay upon Health, where 
he particularly dissuades the reader from knotty and subtle 
speculations, h^s not thought it improper, d^« 
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• I have, in this- paper, by way of introduction, settled the 
nation of those pleasures of the imagination, which are the 
subject of my present undertaking; and endeavored, by 
several consicterations, to recommend to my readers the pur- 
suit of those pleasures ; I shall, in my next paper, examine 
the several sources from whence these pleasures are 
derived.' 

These two concluding sentences afibrd examples of the 
proper collocation of circumstances in a period. We have 
formerly showed, that a judicious collocation of them is a 
matter of difficulty. Had the following incidental circum** 
stances — byway of irUroduction — by several cofisidero' 
Hons — in this paper — in the next paver — ^been i^aced in any 
other situation, the sentence would neither have been so 
neat nor so clear as it is by the present construction. 



LECTURE XXL 

CRITICAL EXAMINATION OF THE STYLE IN 
No. 412 OF THE SPECTATOR. 

The observations which have occurred in reviewing that 
paper of Mr. Addison, which was the subject of the last lec- 
ture, sufficiently show, that in the writings of an author of 
the most happy genius, and distinguished talents, inaccu- 
racies may sometimes be found. Though such inaccuracies 
may be overbalanced by so many beauties as render style 
hignly pleasing and agreeable upon the whole, yet it must 
be desirable to every writer to avoid, as far as possible, 
inaccuracy of any kind. As the subject, therefore, is of 
importance, it may be useful to carry on this criticism 
throughout one or two subsequent papers of the Spectator. 
We proceed to the examination of paper No. 412. 

' I shall first consider those pleasures of the imagination, 
which arise from the actual view and survey of outward 
objects : and these, I think, all proceed from the sight of 
what is great, uncommon, or beautiful.' 

This sentence is simjJle and distinct. The words view 
and survey, as here usedf are not altogether synonymous ; 
as the former may be supposed to import miere inspection, 
and the latter, more deliberate examination ; yet, in the pre- 
sent case, either of the/n, perhaps, would have been suf- 
ficient. 

' There may, indeed, be something so terrible or offensive, 
that the horror, or loathsomeness of an object, may overbear the 
pleasure which results from its novelty, greatness, or beauty ; 
but still there will be such a mixture of delight in the very 
disgust it gives us, as any of these three qualifications are 
most conspicuous and prevailing.' 

This must be acknowledged to be an unfortunate sentence* 
The sense is obscure and embarrassed, and the expression 
loose and irregular. In the beginning, something and object 
are wrongly placed. The natural arrangement would have 
been, there may, indeed, be something in an object so terrible 
or offensive, that the horror or loathsomeness of it may over* 
bear. These two epithets, horror or loathsomeness, are 
awkwardly joined together. Loathsomeness may be applied 
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to objects, but horror cannot ; it is a feeling excited in the 
mind. The language would have been much more correct, 
had our author said, there may^ indeed, be something in an 
object so terrible or offensive, that the horror or disgust which 
it excites may overbear. Terrible or offensive, would then 
have expressed the qualities c^ an object ; horror or disgust^ 
the corresponding sentiments which these qualities produce 
in the mind. 

In the latter part of the sentence alsQ, there are several 
inaccuracies. When he says, there' will be sitch a mixture 
of delight in the very disgust it gives us, as any of these three 
qualifications are most conspicuous, the construction seems 
hardly grammatical. He certainly meant to say, siuh a 
mixture of delight as is proportioned to the degree in which 
any of these three qualifications are conspicuous. The plu- 
ral verb ar«, is improperly joined to any of these three quali' 
fications ; for as any is here used distributively, and means 
any one of these three qualifications, the corresponding verb 
ought to have been singular. 

* By greatness, I do not only mean the bulk of any single 
object, but the largeness of a whole view, considered as one 
entire piece.' 

A part of this sentence, it will be recollected, was criti- 
cised in a former lecture, and corrected in the following 
manner : By greatness^ I do not mean the bulk of any single 
object only, but the largeness of a whole view. As the closing 
phrase, considered as one entire piece, is deficient, both in 
dignity and propriety, it might better have been altogether 
omitted. 

* Such are the prospects of an open champaign country, a 
vast uncultivated desert, of huge neaps of mountains, high 
rocks and precipices, or a wide expanse of waters, where 
we are not struck with the novelty, or beauty of the sight, 
but with that rude kind of magnificence which appears in 
many of these stupendous works of nature.' 

This sentence is, in the main, beautiful. The objects 
presented are all of them noble, selected with judgment, 
arranged with propriety, and accompanied with proper 
epithets. The sentence, however, it must be observed, is 
too loosely, and not very grammatically connected with the 
preceding one. He says, such are the prospects ; such, sig- 
nifies .of that nature or quality; which necessarily presup- 
pos^ some adjective, or wora descriptive of quality, going 
before, to which it refers. But in the foregoing i|entence 
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there is no such adjective. He had spoken of greatness in 
the abstract only ; and therefore such has no distinct ante- 
cedent to which we can refer it. The sentence would haye 
been introduced with more grammatical propriety, by saying, 
to this class beldng, or under this head are ranged the proS' 
pects, &LC. The of which is prefixed to huge heaps of moun' 
tainSf is superfluous, and has, perhaps, been an error in the 
printing. The word many^ also, preceding of these stupet^ 
dous works of nature^ might better have been omitted, as 
it seems to except some of them. 

• Our imagination loves to be filled with an object, or to 
grasp at any thing that is too big for its capacity. We are 
flung into a pleasing astonishment at such unbounded views; 
and feel a delightful stillness and amazement in the soul, at 
the apprehension of them.' 

The language here is elegant, and several of the expres- 
sions remarkably happy. There is nothing which requires 
any animadversion except the close, at the apprehension of 
them. This is not only languid and enfeebling, but the 
apprehension of mews, is a phrase destitute of all propriety, 
and, indeed, scarcely intelligible. Had this adjection been 
entirely omitted, it would have been a great improvement. 

* The mind of man naturally hates every thing that looks 
like a restraint upon it, and is apt to fancy itself under a 
sort of confinement, when the sight is pent up in a narrow 
compass, and shortened on every side by the neighborhood 
of walls and mountains. On the contrary, a spacious hori- 
zon is an image of liberty, where the eye has room to range 
abroad, to expatiate at large on the immensity of its views, 
and to lose itself amidst the variety of objects, that offer 
themselves to its observation. Such wide and undetermined 
prospects are pleasing to the fancy, as the speculations of 
eternity, or infinitude, are to the understanding.' 

Our author's style appears here in all that native beauty 
which cannot be too much praised. The numbers flow 
smoothly, and with a graceful harmony. The words carry 
a certain amplitude and fullness, well suited to the nature of 
the subject ; and the members of the periods rise in a grada* 
tion accommodated to the rise of the thought. 

' But if there be a beauty or uncommonness joined with 

this grandeur, as in a troubled ocean, a heaven adorned with 

stars and meteors, or the spacious landscape cut out into 

rivers, woods, rocks, and meadows, the pleasure still grows 

^_ upon us as it arises from more than a single principle.' 
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Had the article prefixed to beauty^ in the beginning of this 
sentence, been omitted, the style T^Duld have been improved. 
And instead of a landscape cut :into rivers^ ^lc, diversified 
by riverst &c., would have been better. 
' * Every thing that is new or uncommon, raises a pleasure 
in the imagination, because it fills the soul with an agreeable 
surprise, gratifies its curiosity, and gives it an idea of which 
it was not before possessed. We are, indeed, so often con- 
versant with one set of objects, and tired out with so many 
repeated shows of the same things, that whatever is new or 
uncommon contributes a little to vary human life, and to 
divert our minds, for a while, with the strangeness of its^ 
appearance. It serves us for a kind of refreshment, and 
takes off from the satiety we are apt to complain of in our 
usual and ordinary entertainments.' 

Though the style in these sentences fiows in an easy and 
agreeable manner, yet it is necessary to observe, that there 
are two phrases which may be altered to advantage. The 
first is the following — raises a pleasure in the imagination^ 
which is certainly flat and feeble, and might easily be 
amended by saying, affords pleasure to the imagination; 
and the second is towards the end, where two oPs grate 
harshly on the ear — takes off from that satiety we are apt to 
complain of. Here the correction is as easily made as in the 
other case, by substituting, diminishes that satiety of which 
we are apt to complain. 

* It is this which bestows charms on a monster, and makes 
even the imperfections of nature please us. It is this that 
recommends variety, where the mind is every instant called 
ofiTto something new, and the attention not sufiTered to dwell 
too long, and waste itself on any particular object. It is this, 
likewise, that improves what is great or beautiful, and 
makes it aflbrd the mind a double entertainment.' 

Still the style proceeds with perspicuity, grace, and har- 
mony. The full and ample assertion with which each of 
these sentences is introduced, frequent on many occasions 
with our author, is here proper and seasonable ; as it was 
his intention to magnify, as jnuch as possible, the effect of 
novelty and variety, and to draw our attention to them. His 
firequent use of ^Aa^insteadof w^AicA, is another peculiarity 
of his style ; but, on this occasion in particular, cannot be 
commended ; as, it is this whichy seems, in every view, to be 
better than, it is this that, three times repeated. 

* Groves, fields, and meadows, are, at any season of the 
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year^ pleasant to look upon ; but never so much so as in the 
opening of the spring, when they are all new and fresh, 
with their first gloss upon them, and not yet too mucli accus- 
tomed and fiuniliar to the eye.' 

In the expression, never so much as in the opening of 
springs there appears to be a small error in grammar ; for 
when the construction is filled up, it must be read, never so 
much pleasant. Had he, to avoid this, said never so much so, 
the grammatical error would have been prevented, but the 
lans'uage would still have been awkward. Better to have 
said, hut never so agreeable as in the opening of the spring, 

* For this reason, there is nothing^ that more enlivens a 
prospect than rivers, jetdeaus, or falls of water, where the 
scene is perpetually shifting and entertaining the sight, every 
moment, with something that is new. We are quickly tired 
with looking at hills and vallies, where every thing con- 
tinues fixed and settled, in the same place and posture ; bat 
find our thoughts a little agitated and relieved at the sight 
of such objects as are ever in motion, and sliding away from 
beneath the eye of the beholder.' 

The first of these sentences is connected in too loose a 
manner with that which immediately preceded it. When 
he says, for this reason there is nothing which more enlivens, 
dec., we are entitled to look for the reason in what he had 
just before said. But there we find no reason for what he is 
now going to assert, except that groves and meadows are 
most pleasant in the spring. It is, indeed, one of the defects 
of this amiable writer, that his sentences are often too negli- 
gently connected with one another ; and though his meaning 
may be gathered from the tenor of his discourse, yet his 
negligence prevents his sense from striking us with that 
force and evidence, which a more accurate juncture of parts 
would have produced. The close, however, is uncommonly 
fine, and carries as much expressive harmony as the lan- 
guage can admit. It seems to paint what he is describing, 
at once to the eye and the ear. Such objects as are ever in 
motion and sliding away from beneath the eye of the beholder. 

* But there is nothing that makes its way more directly to 
the soul than beauty, which immediately difiuses a secret 
satisfaction and complacency through the imagination, and 
gives a finishing to any thing that is great or uncommon. 
The very first discovery of it strikes the mind with an 
inward joy, and spreads a cheerfulness and delight through 
all the Acuities.' 
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Some degree of verbosity may be here discovered, as 
phrases are repeated which are little more than the echo 
ol one another ; but, at the same time, it must be admitted, 
that this full and flowing style, even though it be somewhat 
redundant, is not unsuitable to the gayety of the subject on 
which the author is entering, and is more allowable here 
than it would have been on some other occasions. 

* There is not, perhaps, any real beauty or deformity more 
in one piece of matter than another; because we might 
have been so made, that whatever now appears loathsome to 
us, might have shown itself agreeable ; but we find by expe- 
rience, that there are several modifications of matter, which 
the mind, without any previous consideration, pronounces at 
first sight beautiful or aeformed.' 

In this sentence^here is nothing to be noticed, except that 
the word more^ towards the beginning, is not in its proper 
place, and that the preposition iuj is wanting before another > 
The phrase ought to have stood thus : Beauty or deformity 
in one 'piece of matter^ more than in another. 

' Thus we see, that every different species of sensible 
creatures, has its different notions of beauty, and that each 
of them is most affected with the beauties of its own kind. 
This is no where more remarkable, than in birds of the same 
shape and proportion, where ^ we often see the male deter- 
mined in his. courtship by the single grain of tincture of a 
feather, and never discovering any charms but in the color 
of its species.' 

Neither is there here any particular elegance of language. 
Different sense of beauty, in the beginning, would have been 
better than different notions of beauty ,• and at the close, the 
author should not have used the neuter gender in the phrase, 
color of its species, particularly as he had said in the same 
sentence, that the male was determined in his courts/iip. 

* There is a second kind of beauty, that we find in the 
several products of art and nature, which does not work in 
the inw^ination with that warmth and violence, as the beauty 
that appears in our proper species, but is apt, however, to 
raise in us a secret delight, and a kind of fondness for the 
places or objects in which we discover it.' 

Still we find little to praise^ This second kind of beauty^ 

he says, we find in the several products of art and nature. 

He doubtless means, not in all, but in several of the products 

of art and nature, and ought so to have expressed himself; 

and in the place ofproducts^ to have used also the more pro- 

15» 
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per word productions. When he adds, that this kind of 
beauty does not work in the imagi7iation with that warmth 
and violence as the beauty that appears in our proper spe- 
cies ; the language would certainly have been more pure 
and elegant, had he said, that it does not work upon the 
imagination with such warmth and violence^ as the beauty 
that appears in our own species, 

* This consists either in the gayety or variety of colors, in 
the symmetry and proportion of parts, in the arrangement 
and disposition of bodies, or in a just mixture and concur- 
rence of all together. Among these several kinds of beauty, 
the eye takes most delight in colors.' 

To the language here, no objection can be made. 

* We no where meet with a more glorious or pleasing 
show in nature, than what appears in the heavens at the 
rising and setting of the sun, ^'hich is wholly made up of 
those different stains of light, that show themselves in 
clouds of a different situation.* 

The chief ground of criticism on this sentence, is the dis- 
jointed situation of the relative which. Grammatically it 
refers to the rising atid setting sun; but the author meant 
that it should refer to the show which appears in the heavens 
at that time. It is too common among authors, when they 
are writing without much care, to make such particles as 
this and which^ refer not to any particular antecedent word, 
but to the tenor of some phrase, or, perhaps, the scope of 
some whole sentence, which has gone before. This prac- 
tice saves them trouble in arranging their words and periods ; 
but though it may leave their meaning intelligible, yet it 
renders it muph less perspicuous, determined, and precise, 
than it might otherwise have been. 

* For this reason we find the poets, who are always ad- 
dressing themselves to the imagination, borrowing more of 
their epithets from colors than from any other topic* 

On this sentence nothing occurs to be remarKed, except 
that it is too loosely connected with the one that immediately 
precedes it. 

* As the fancy delights in every thing that is great, strange, 
or beautiful, and is still more pleased, the more it finds of 
these perfections, in the same object, so it is capable of 
receiving a new satis&ction by the assistance of another 



sense.* 



Another sense^ here means, grammatically, another sense 
*han fancy ; for there is nothing else in the period to which 
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it can at all be opposed. He had not^ for some time, made 
mention of any sense whatever. He forgot to add, what wa» 
unquestionably in his thoughts, another sense than that of 
sight. 

* Thus any continued sound, as the music of birds, or a 
&11 of water, awakens every moment the mind of the beholder, 
and makes him more attentive to the several beauties of the 
place which lie before him. Thus, if there arises a fre- 
quency of smells or perfumes, they heighten the pleasures 
of the imagination, and make even the colors and verdure of 
the Ifuidscape appear more agreeable ; for the ideas of both 
senses recommend each other, and* are pleasanter together 
than when they enter the mind separately ; as the different 
colors of a picture, when they are well disposed, set off one 
another, and receive an additional beauty from the advan- 
tage of -their situation.' 

With regard to the style here, nothing appears exception- 
able. The flow, both of language and of ideas, is very 
agreeable. The author continues, to the end, the same 
pleasing train of thought, which had run through the rest 
of the paper ; and leaves us agreeably employed in com- 
paring together different degrees of beauty. 



1 



LECTURE XXII. 

CRITICAL EXAMINATION OF THE STYLE IN 
NO. 413 OF THE SPECTATOR. 

• Though in yesterday's paper we considered how every 
thing that is great, new, or beautiful^ is apt to affect tl^ 
imagination with pleasure, we must own, that it is impossi- 
ble for us to assign the necessary cause of this pleasure, 
because we know neither the nature of an idea, nor the sub- 
stance of a human soul, which. might help us to discover the 
conformity or disagreeableness of the one to the other ; and 
therefore, for want of such a light, all that we can do in 
speculations of this kind, is, to reflect on those operations of 
tne soul that ar^ most agreeable, and to range, under their 
proper heads, what is pleasing or displeasing to the mind, 
without being able to trace out the several necessary and 
.efficient causes from whence the pleasure, or displeasure 
arises.' 

This sentence,' considered as an introductory one, must 
be acknowledged to be very faulty. An introductory sen- 
tence should never contain any thing that may fatigue or 
puzzle the reader. When an author is entering on a new 
branch of his subject, informing us of what he has done, 
and what he proposes farther to do, we naturally expect that 
he should express himself in the simplest manner possible. 
But the sentence now before us is crowded and indistinct ; 
containing three separate propositions, which, as shaU after- 
wards be shown, required separate sentences to unfolff them. 
Mr. Addison's chief excellence lay in describing and paint- 
ing. There he is great ; but in methodising, he is not so 
eminent. 

Though in yesterday^ s paper we considered. The import 
oi though is notwithstanding that. When it appears in the 
beginning of a sentence, it's relative, generally, is ytt^; and 
it is employed to warn us, after we have been informed of 
some truth, that we are not to infer from it some other thing 
which we might, perhaps, have expected to follow. But it if 
evident, that there was no such opposition between the sub- 
. ject of yesterday's paper, and what the author is now going 
to say, as to render the use of this adversative particle, 
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though^ either necessary or proper in the introduction. We 
considered how every thing that is greats new, of beautiful, is 
€B|>/ to affect the imagination with pleasure. The adverb 
Miow signifies, either the means by which, or the manner in 
i¥hich, something is done. But neither one nor the other 
of these had been considered by our author. He had illus- 
trated the fact alone, that they do affect the imagination with 
pleasure ; and, with respect to the how, he is sp finr from 
having considered it, that he is just now going to show thai 
it cannot be explained, and that we must rest contented with 
the knowledge of the fact alone, and of its purpose and final 
cause. The substance of a human souU is certainly a very 
uncputh expression, and there appears no reason why he 
should have varied from the word nature^ which would have 
been applicable equally to ii^aand to souL 

Which might help v^ our author proceeds, to discover the 
conformity or disagreeableness of the one to the other. The 
iohicht at the beginning of this member of the period, is 
surely ungrammatical, as it is a relative, without any antece- 
dent m all the sentence. It refers, by the construction, to 
the nature of an idea, or the substance of a human soul ; but 
this is by no means the reference which the author intended. 
His meaning is, that our knowing the nature of an idea, and 
the substance of a human soul, might help us to discover the 
conformity or disagreeableness of the one to the other ; and, 
therefore, the syntax absolutely required the word knowledge 
to have been mserted as the antecedent to which. The 
phrase of discovering the conformity or disagreeableness of 
the one to the other is likewise exceptionable ; for disagree* 
ableness neither forms a proper contrast to the other word, 
conformity^ nor expresses what the author here meant — that 
is, a certain unsuitableness or want of conformity to the 
nature of the soul. In fact, it would have been much better 
to have omitted this member of the sentence altogether. 

And therefore, the sentence goes on, for want of such a 
light, all that we can do in speculations of this kind, is, to rc- 
flect on those operations of the soul that are most agreeable^ 
and to range under their proper heads what is pleasing or 
displeasing to the mind. The two expressions in the be- 
ginning of this member, therefore^ and for want of s'uch a 
lights evidently refer to the same thing ; and one or the 
other of them, therefore, had better been omitted. Instead 
of to range under their proper heads^ the language would 
have been smoother, if their had been left out. Had the 
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whole. of the last member of the sentence been omitted, and 
the period closed with the words, pleasing or displeasing to 
t^ mind, it would have been an improvement ; as all that 
follows suggests no idea that had not- been fully conveyed 
in the preceding part of the sentence. 

Having now finished the analysis of this long sentence, 
we proceed in the examination of the sentencejB that follow. 

• ' Final causes lie more bare and open to our observation, 
as there are often a great variety that belong to the same 
effect; and these, though they are not altogether so satis* 
&ctory, are generally more useful than the other, as they 
ffive us greater occasion of admiring the goodness and wis- 
dom of the first'contrivei.' 

. Though some difference might be traced between ' the 
sense of bare and open^ yet, as they are here employed, they 
are so nearly synonymous, that one of them was sufficient. 
It would have been enough to have said. Final causes lie 
more open to observation. In the phrase, a great variety 
that belong to the same effect, the expression, strictly con- 
sidered, is not altogether proper. The accessoi'y is pro- 
perly said to belong to the principal ; not the principal to 
the accessoi:y. Now, an affect is considered as the actiessory 
or consequence of its cause ; and therefore, though we might 
well say a variety of effects belong to . the same cause, it 
seems not so proper to say, that a variety of causes belong to 
the same effect. 

* One of the final causes of our delight in any thing that 
is great, may be this : The Supreme Author of our being 
has so formed the soul of man, that nothing but himself can 
be its last, adequate, and proper happiness. Because, there- 
fore, a great part of our happiness must arise from the con- 
templation of his being, that he might give our souls a just 
relish of such contemplation, he has made them naturally 
delight in the apprehension of what is great or unlimited.' 

The concurrence of two conjunctions, because therefore, 
forms rather a harsh and unpleasing beginning of the last 
of these sentences ; and, in the close, one would think that 
the author might have devised a happier word than of pre- 
hension, to be applied to what is unlimited. 

* Our admiration, which is a very pleasing motion of the 
mind, immediately rises at the consideration of any object 
that takes up a good deal of room in the fancy, and, by con- 
sequence, will improve into the highest pitch of astonish- 
ment and devotion, when we contemplate his nature, that is 
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neither circumscribed by time nor place, nor to be compre* 
hended by the largest capacity of a created being.' , 

Here our author's style rises beautifully along with the 
thought. However inaccurate he may sometimes be, when 
coolly philosophising, yet, whenever his fancy is awakened 
hy description, or his mind warmed with some glowing sen^ 
timent, he immediately becomes great, and discovers, in hi* 
language, the hand of a master. 

' He has annexed a secret pleasure to the idea of any 
thing that is new or uncommon, that he might encourage 
us in the pursuit of knowledge, aud engage us to search 
into the wonders of creation; for every new idea brings 
such a pleasure along with it, as rewards the pain we have 
taken in its acquisition, and consequently, serves as a motive 
to put us on fresh discoveries.' 

The language in this sentence is clear and precise : only^ 
we cannot but observe, in this, and the two following sen- 
tences, which are constructed in the same manner, a strong 
proof of Mr. Addison's unreasonable partiality to the particle 
thaij in preference lo which^ Annexed a secret pleasure to 
the idea of any thing that is new or uncommoTi^ that hfi might 
encourage iis. Here, the first that is a relative pronoun^ 
and the next that is a conjunction. This confusion of sounds 
serves to embarrass style. It would certainly have been 
much better to have said., the idea of any thing which is new 
or uncommon^ that he might encourage. The expression 
with which the sentence concludes, a motive to put us upon 
fresh discoveries, is flat and improper. He should have 
said, serves as a motive, inciting us to maJce fresh disco* 
veries. 

* He has made every thing that is beautiful in our own 
species, pleasant, that all creatures might be tempted to mul- 
tiply their kind, and fill the world with inhabitants ; for, 'tis 
very remarkable, that, wherever nature is crost in the 
production of a monster, (the result of any unnatural mix- 
ture,) the breed is incapable of propagating its likeness, and 
of founding a new order of creatures ; so that, unless all 
animals were allured by the beauty of their own species, 
generation would be at an end, and the earth unpeopled.' 

Here we must, however reluctant, return to the employ- 
ment of censure ; for this is among the worst sentences our 
author ever wrote. Taken as a whole, it is extremely de- 
ficienit in unity. Instead of a complete proposition, it con- 
tains a^ sort of chain of reasoning, the links of which are so 
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badly put together, that it is with difficulty we can trace the 
connection ; jand unless we take the trouble of perusing it 
several times, it will leave nothing on the mmd but an 
indistinct and obscure impression. 

Besides this general fault, respecting the meaning, it con- 
tains some great inaccuracies in language. First, God's 
having made every thing which is beautiful in our species, 
(that is, in the human species,) pleasant, is certainly no mo- 
tive for all ereatureSj for beasts, and birds, and fishes, to 
multiply their khid. What the author meant to say, though 
he has expressed himself in so erroneous a manner, un- 
doubtedly was, • In all the different orders of creatures, he 
has made every thinof', which is beautiful in their own spe- 
cies, pleasant, that all creatures might be tempted to mrulti- 
ply their kind.' The second member of the sentence is still 
worse. For it is very remarkable, that wherever nature is 
crost in the production of a monster, 4&c. The reason here 
given for the preceding assertion, intimated by the casual 
particle for, is far from being obvious. The connection of 
thought is not readily apparent, and would have acquired an 
intermediate step, to render it distinct. But what does he 
mean, by nature being crost in the production of a monster T 
One might understand him to mean, ' disappointed in its 
intention of producing a monster ;' as when we say, one is 
crost in his pursuits, we mean, that he is disappointed jn 
accomplishing the end that he intended. Had he said, crost 
by the production of a monster, the sense would have been 
more intelligible. But the proper rectification of the ex- 
pression would be to insert the adverb as, before the prepo- 
sition in, after this manner ; whenever nature is crost, as in 
the production of a monster, 

. * In the last place, he has made every thing that is beauti- 
ful, in all other objects, pleasant, or rather has made so 
many objects appear beautiful, that he might render the 
whole creation more- gay and delightful. He has given 
almost every thing about us the power of raising an agree- 
able idea in the imagination ; so that it is impossible for ns 
to behold his works with coldness or indifference, and to 
survey so many beauties without a secret satisfaction and 
complacency.' 

The idea, here, is so just, and the language so clear, flow- 
ing, and agreeable, that, to remark any diffuseness which 
may be attributed to these sentences, would be justly 
esteesned hypercritical. 
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* Things would make but a poor appearance to the eye» 
i£ we saw them only in their proper figures and motions : 
a.nd what reason can we assign for their exciting in us many 
of those ideas which are different from any thing that exists 
in the objects themselves, (for such are fight and colors,) 
'were it not to add supernumerary ornaments to the universot 
and make it more agreeable to the imagination?' 

In this sentence, in the phrase exciting in us many of 
those ideas which are different from any thing that exists in 
the objects^ there is great inaccuracy. No one, surely, ever 
imagined that our ideas exist in the objects. Ideas, it is 
agreed on all hands, can exist no where but in the mind. 
What our author should have said, is, exciting in us many 
ideas of qualities which are different from any thing that 
exists in the obj^ts. The ungraceful parenthesis which 
follows, for such are light and colors^ had far better have 
been avoided, and incorporated with the rest of the sentence. 

* We are every where entertained with pleasing shows 
and apparitions. We discover imaginary glory in the 
heavens and in the earth, and see some of this visionary 
beauty poured out upon the whole creation ; but what a 
rough unsiffhtly sketch of nature should we be entertained 
with, did all her coloring disappear, and the several dis- 
tinctions of light and shade vanish? In short, our souls 
are delightfully lost and bewildered in a pleasing delusion ; 
and we walk about like the enchanted hero of a romance, 
who sees beautiful castles, woods, and meadows ; and at the 
same time, hears the warbling of birds and the purling of 
streams ; but, upon the finishmg of some secret spell, the 
fantastic scene breaks up, and the disconsolate knight finds 
himself on a barren heath, or in a solitary desert.' 

After having been obliged to point out several inaccu* 
racies, we return with much more pleasure to the display 
of beauties, for which we have now full scope; for these two 
sentences are such as do the highest honor to Mr. Addison's 
talents as a writer. Warmed with the idea he had seized, 
his delicate sensibility to the beauty of nature, is finely dis- 
played in the illustration of it. The style is flowing and 
rail, without being too diffuse. It is flowery, but not gaudy ; 
elevated, but not ostentatious. 

Amid this blaze of beauties, however, it is necessary for 

us to notice one or two inaccuracies. In the phrase, what a 

rough unsightly sketch of nature should we be entertained 

Vfithj the preposition with should have been placed at the 

16 
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beginning, rather than at the end of thia member ; and the 
vroid.entertainedf is both improperly applied, and carelessly 
repeated from the former part of the sentence. With u^kai 
a rough unsightly sketch of nature should we be fresewted^ 
'wovli^ here, have been more proper* At the close of the 
second sentence, where it is said, the fantastic scene breaks 
upt the expression is lively, but not altogether justifiable. 
An assembly breaks up; a. scene closes or disappears. EIx- 
cepting these two slight inaccuracies, the style, here, is not 
omy correct, but perfectly elegant. 

' It is not improbable, that something like this may be the 
state of ithe soul after its first separation, in respect of the 
images it will receive from matter; though, mdeed, the 
ideas of colors are so pleasing and beautiful m the imagina* 
tion, that it is possible the soul will not be^eprived of themy 
but, perhaps, find them excited by some other occasional 
cause, as they are at present, by the difierent impressions of 
the subtle matter on the organ of the sight.' 

In this sentence there is a sensible &lling ofi* from the 
beauty of what went before. It is deficient in unity — ^its 
parts are not sufiiciently compacted — ^it contains, brides, 
some &ulty expressions. When it is said, something like 
this may be the state of the souly to the pronoun this^ there is 
no determined antecedent ; it refers to the general import of 
the preceding description, which renders the style very 
obscure — the state of the soul after its first separation^ 
appears to be an incomplete phrase, and firsts seems a use- 
less, and even an improper word. It would have been more 
distinct had he said, state of the soul immediately on its sepa^ 
ration from the body. 

* I have here supposed, that my reader is acquainted with 
that great modern discovery, which is at present universally 
acknowledged by all the inquirers into natural philosophy : 
namely, that light and colors, as apprehended by the imagi- 
nation, are only ideas in the mind, and not qualities that 
have any existence in matter. As this is a truth which has 
been proved incontestably by many modern philosophers, 
and is, indeed, one of the finest speculations in that science, 
if the English reader would see the notion explained at 
large, he may find in the eighth chapter of the second book , 
of Mr. Locke's Essay on the Human Understanding.' 

In these two concluding sentences, the author appears to 
"^rite rather carelessly. In the first of them, a manifest 

itology occurs, when he speaks of what is univefsMy 
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acknowledged by all inquirers. In the secondi when he 
c&lls a truth whdck has been incontestibly proved^ first, a 
speculationj and afterwards a notion^ the language is, cer- 
tainly, not very accurate. When he adds, one of the finest 
speculations in that science^ it does not, at first, appear what 
science he means. One would imagine he meant to refer to 
inodern fAilosophers ; for natural philosophy (to which, 
doubtless, he refers) stands at much too great a distance to 
be the proper antecedent to the pronoun that. The circum- 
stance towards the close, is corrected by Lord Karnes thus : 
the English reader, if he would see the notion explained at 
large, may find it, 6lc. 
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LECTURE XXIir. 

ELOaUENCE, OR PUBLIC SPEAKIN0-»H1S^ 
TORY OF ELOaUENCE— GRECIAN 
ELOaUENCE— DEMOSTHENES. ' 

H^YiNo finished that part of the course which relates to 
language and style, we are now to examine the subjects upon 
which style is employed. We begin with eloquence, or pub- 
lic spealcing. In treating of this, we shall consider the 
different kinds and subjects of public speaking ; the manner 
suited to each ; the proper distribution and management of 
all the parts of a discourse ; and the proper pronunciation or 
delivery of it. But before we enter upon any of these heads, 
it m^y be proper to take a view of the nature of eloquence 
in general, and of the state in which, it has subsii^d in ' 
different ages and countries. 

Eloquence is the art of persuasion ; or the art of spestking 

in such a manner as to attain the end for whi ch we speakjr 

Its most essentiaJj:equisite»«re^^oiia ^tgument, clear method^ 

and an-appearanfee of sincerity in the speaker, with such 

graces of style and utterance, as shall invite and command 

attention. Good sense must be, its foundation. Without 

this, no man can be truly eloquent ; for fools can persuade 

none but fools. ' In order to persuade a man of sense we 

must first convince him ; and this can only be done, by 

^ satisfying his understanding of the reasonableness of what 

we propose to his consideration. This leads us to- observe, 

/ that convincing and persuading, thougJi sometimes con- 

i founded, are of very different import. Conviction affects the 

I understanding only ; persuasion, the will and the practice. 

It is the business of the philosopher to convince us of truth; 

it is the business of the orator to persuade us to act agree- 

BLaving finished that part of the coarse which relat^to language and 
style, what are we now to examine ? With what do we b^gin; and in 
what Older shall we treat of it 7 But before we enter upon any of these 
heads, a review of what may fce proper 1 What is eloquence ; and what 
are its most Essential requisites 1 Wnat must be its foundation ; and why ? 
In order to persuade a man of sense, what is necessary ; and how only can 
this be done 1 To what observation does this lead : and how is this iUuft* 
tratadi 
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ably to it, by eiigm§^iig oar afiections ill itg fitvor. Con* 
viction is, however, one avenue to the heart ; and it is that 
which an orator must first attempt to gain ; for no persuasion 
can be stable, which is not founded on conviction. But ftm 
orator most nol Jbe satisfied with convincing only : he must 
address himself to the passions ; he must paint to the.&ncy, 
and touch the heart; and hence, besides solid argument and 
clear method, all the captivating and interesting arts, both 
of composition and pronunciation, enter into the idea of 
eloquence. 

Eloquence may be considered as consisting of three kinds, 
or degrees. The first, and lowest, is that which aims only 
to please the hearers. Such, generally, is the eloquence g( 
panegyrics, inaugural orations, addresses to great men, and 
other harangues of this kind. This ornamental sort of com- 
position is not altogether to be rejected. It may innocently 
amuse and entertain the mind ; and may be connected^ at 
the same time» with very useful sentiments. But it must be 
acknowledged, that where the speaker has no farther aim 
tibuiB merely to shin6 and to please, there is great danger ot 
art being strained into ostentation, and of the composition 
becoming tiresome and insipid. 

A second and a higher decree of eloquence isf when the 
speaker aims not merely to please, but likewise to inform, to 
instruct, and to convince : when his art is exerted in re- 
moving prejudices against himself and his cause ; in choos- 
ing the most proper arguments, stating them with the greatest 
force, arranging them in the best order, expressing and 
delivering them with propriety and beauty; and thereby 
preparing us to pass that judgment, or embrace that side of 
the cause, to which he desire» to bring us. Within this 
compass, chiefly, is employed the eloquence of the bar* 

But there is a third, and still higher degree of eloquence, 
in which a greater power is exerted over the human mind, 
and hj which we are not only convinced, but are interested. 



Of ecMmetioii, what is fitfther observed ; and why must not the orator 
he satisfied with it abne 1 Besides solid argument, therefore, what must 
enter into the idea of eloquence t Of how many degrees does eloquence 
consist ; and what is the first 1 Of this, what are examples 1 Why is 
not tlus kind of composition to be rejected ; but of it, what must be 
acknowledged 1 What is the second degree of eloquence'^ Here, for 
what purpose IS his ait exerted; and within this compass what is employed 7 
Of the thud degree of doquence, what is dbserved; and what is its effect 
upomiel 

16* 
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agitated, and earned along with the speaker : our passions 
rise with his ; we enter into all his emotions ; we love, ive 
hate, we resent, according as he inspires us ; and are 
prompted to resolve, or to act, with vigor and warmth. E>e- 
Date, in popular assemblies, opens tlie moal extensive field 
for the exercise of this species of eloquence ; and the pulpit 
also admits it. 

It is necessary here to remark, that this high species of 
eloquence is always the ofispring of passion. By passion 
we mean that state of the mind in which it is agitated and 
fired by some object it has in view. A man may convince, and 
even persuade others to act, by mere reason and argument ; 
but that degree of eloquence which gains tbe admiration of 
mankind, and properly distinguishes one as an orator, is 
never formed without warmth or passion. Passion, when 
in such a degree as to rouse and kindle the mind, without 
throwing it out of the possession of itself, is universally found 
to exalt all the human powers. It renders the mind infi- 
nitely more enlightened, more penetrating, more vigcNrous 
and masterly, than it is in its calm moments. A man, 
actuated by a strong passion, becomes much greater than he 
is at other times. He is conscious of more strength and 
Ibrce ; he utters greater sentiments, conceives higher designs, 
and executes them with a boldness and felicity, of which, 
on other occasions, he could not think himself capable. 

The principle, then, being admitted, that all high elo* 

queiice fiows from passion, several consequences follow, the 

mention of which will serve to confirm the principle itself. 

For, hence, the universally acknowledged efifect of eathu* 

t v^^ siasm in public speaking, for affecting their audience. 

^\^' { Hence all studied declamation, and labored ornaments of 

'^^ 4v style, which show the mind to be cool and unmoved, are so 

s \ incompatible with persuasive eloquence. Hence, indeed, 

I every kind of afiectation in gesture and pronunciation, da* 

! tracts, 80 much, from the merits of a speaker ; end hence, 

Vthe necessity of being, and being believed to be, disinterested 

and in earnest, in order to persuade. 

These are some of the ideas which have occurred concern^ 

Where may it be employed 1 Of this high spedes of eloquence, what it 
H neceflsaiy her* to remtprk ; and bv it what do we mean 1 What may a 
man do by mere acrffument ; but what remark ibllowis 1 When does pai- 
■ion exalt all the human powers ; and what is its eiSfkst upon the mindt 
What is observed of a roan actuated by a strong pasaian i Am all high 
eloquence flows from passion, what coiueqafiiifles fiillow 1 



( 



L«cT. 23J PUBLIC SPEAKING. 187 

ing eloquence in general ; and with which we have thought 
proper to begin, as the foundation of much of what is after- 
wards to be suggested. From what has already been said, 
it is evident that eloquence is a high talent, and of great im- 
portance in society ; and that it requires both natural genius, 
and much improvement from art. Viewed as the art of 
persuasion, it requires, in its lowest state, soundness of un- 
derstanding, ana considerable acquaintance with human 
nature ; and, in its higher degrees, it requires, moreover, 
strong sensibility of mind, a lively imagination, joined with 
correctness of judgment, and an extensive command of the 
power of language ; to which must also be added, the graces 
of pronunciation and delivery. We shall now proceed to 
consider in what state eloquence has subsisted in different 
ages and nations. 

In tracing the origin of eloquence, i\ is not necessary to 
go far back into the early ages of the world, or to search for 
it among the monuments of Eastern or Egyptian antiquity. 
In those ageS, it is true, there was a certain kind of ^oquence ; 
but it was more nearly allied to poetry than to what we pro- 
perly call oratory. Whilst the intercourse among men was 
unfrequent, and force and strength were the principal means 
employed in deciding controversies, the arts of owitory and 
persuasion, of reasoning and debate, could be little know^n. 
The first empires that arose, the Assyrian and Egyptian, 
were of the despotic kind. A single person, or at most, a 
few, held the reins of government. The multitude were 
accustomed to a blind obedience ; they were driven, not 
persuaded ; and, consequently, none of those refinements of 
society, which make public speaking an object of importance, 
were as yet introduced. * 

It is not till the rise of the Grecian republics, that we 
perceive any remarkable appearance of eloquence as the art 
of persuasion ; and these opened to it such a field as it never 
bad before, and, perhaps, has never again, since that time^ 
experienced. Greece yvas divided into a number of little 

From what has already been said of eloquence, what is remarked ; and 
•viewed as the art of persuasion, what does it require 1 What shall we 
now proceed to dmsider 1 In tracing the origin of eloqudice, whai need 
we not do ; and of the eloquence of those ages, what is remarked? When 
^uld the arts of persuasion and reasoning be little known ; and of the first 
empires that arose what is observed 1 How is this illustrated 1 When 
does ^oquence first wpear as the art of persuasion ; and to what extent 
did it there exist? How wsib Crieepe divided ^ how wese these at fint 
goTemedj and what follows 1 
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states. These were governed, at first, by kings, who were 
called tyrants, on whose expulsion from all these states, 
there sprung up a great number of democratical govern- 
ments, founded nearly upon the same plan, animated by the 
same high spirit of freedom, mutually jealous, and rivals of 
each other. 

Of these Grecian republics, the most noted, by far, for 
eloquence, and, indeed, for arts of every kind, was Athens. 
The Athenians were an ingenious, quick, sprightly, people ; 
practiced in business, and sharpened by frequent and sudden 
revolutions, which happened in their government. ^ And, 
although they had a senate of five hundred, yet, in the 
general convention of the citizens was-placed the last resort; 
and affairs were conducted there, entirely by reasoning, 
speaking, and a skillful application to the passions and inter- 
ests of a popular assembly. There, laws were made, peace 
and war decreed, and there the magistrates were chosen : 
for the highest honors of the state were alike open to all ; 
nor was the meanest tradesman excluded from a seat in their 
supreme courts. In such a sisate, eloquence, it is obvious, 
would be much studied, as the surest means of rising to 
influence and power. It was not, however, that which was 
brilliant and snowy merely ; but that which was found upon 
trial, to be most efifectual for convincing, interesting, and 
persuading the hearers. For there, public speaking was 
not a mere competition for empty applause, but a serious 
contention for the public leading, which was the great object 
both of the men of ambition, and the men of virtue. 

Pisistratus, who subverted the government of Solon, was 
the first who distinguished hipiself amongf the Athenians by 
application to the arts of speech. By nis ability in these 
arts, he raised himself to. the sovereign power ; which, how- 
ever, when he had attained it, he exercised with moderation. 
Of the orators who flourished between his time and the 
Peloponnesian war, nothing is said in history. Pericles, 
who died about the beginning of that war, was properly the 
first who carried eloquence to a great height-^-^o such a 

Of theae Qfedftn repabHcs, which was the most ndted ; and of the 
AtheDiaiis, what is lemarked 1 Of tibeir senate, and of tlie ooaTentkm of 
the citizens, what is observed 1 "Whj would eloquence, in such a rtate te 
much studied: of what kind was it, ani^ why 1 Who was the fint that 
distinguished himself by application to the arts of speech ; and hgr his 
abilities in these arts what did he eflfocti Of his immediate siuscesson 
what is observed 1 
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height, indeed^ that it does not appear he was ever afler- 
ward9 surpassed. Besides being a distinguished orator, h^ 
was a statesman and a general ; expert in business, and of 
consummate address. Thirty-nine years he governed 
Athens with absolute sway ; and historians ascril^ his in- 
fluence, not more to his political talents than to his elo- 
quence, which was of that forcible and vehement kind, that 
bore every thing before it, and triumphed over the passions 
and afiections oi the people. 

The power of eloquence having, after the days of Peri- 
cles, become an object of greater consequence than ever, this 
g&ve birth to a set of men till then unknown, called rheto- 
ricians, and sometimes sophists, who arose in multitudes^ 
daring the ' Peloponnesian war. These sophists joined to 
their art of rhetoric a subtle lojfic, and were generally a 
sort of metaphysical skeptics. They did not content them- 
selves with delivering general instructions concerning 
eloquence to their pupils, and endeavoring to form their 
taste ; but they professed the art of giving them receipts for 
makix^ all sorts of orations ; and of teaching them how to 
speak for, and against, everf cause whatever. To them 
the great Socrates opposed himself. By a profoimd, but 
simple reasoning, he exploded their sophistry ; and en- 
deavored to recall men's attention from that aouse of rea- 
soning and discourse which began to be in vogue, to natural 
language, and sound and useful thought. 

In the same age, though somewhat later than the philo- 
sopher above mention^, flourished Isocrates, whose writings 
are still extant. He was a professed rhetorician ; and by 
teaching eloquence, he acquired both a great fortune, and 
higher fame than any of his riipds. His orations are ftill of 
morality and good sentiments ; they are flowing and smooth, 
but too destitute of vigor. He never engaged in public 
afiairs, nor pleaded causes ; and, consequently, his orations 
are calculated only for the closet. 

We now pass to th^ great Demosthenes, in vilhom eloquence 
shone forth with the highest and most unrivaled splendor. 

Wbat is told of Pencles ; koA hew loDg W he govern Athens 1 Of 
what kind was his eloqnenee 1 The power of eloiinence having become 
an object of greater consequence than akatv this gave birth to what set of 
men f Of these sophists, what is farther remarked 1 Who opposed them : 
and what did he endeavor to do 1 In the same age, who flourished ; ana 
what is remarked of him 1 To whom do we now pass ; and what is said 
of Us eloquence 1 
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Not formed by nature, either to please or to persuade, he 
struggled with, and surmounted the most formidable im* 
pediments. He shut himself up in a cave, that he might 
study with less distraction. He declaimed by the sea-shore, 
that he might be used to the voice of a tumultuous assembly; 
and with pebbles in his mouth, that he might correct a (ie- 
fect in his speech. He practiced at home with a naked 
sword hanging over his shoulder, that he might check an 
ungraceful motion to which he was subject. Hence, the 
example of this great man affords the highest encourage- 
ment to every student of eloquence, since it shows how fiir 
art and application could avail, for acquiring an excellence 
which nature appeared willing to have denied. 

Despising the afiected and florid manner whrch the 
rhetoricians of that age fdHowed, Demosthenes returned to 
the forcible and manly eloquence of Pericles ; and strenfifth 
and vehemence form &e principal characteristics of ids 
style. Never had an orator a finer field than Demosthenes 
in his Olynthiacs and Phillippics, which are his capital 
Qrations ; and doubtless, to the greatness of the subject, and 
that integrity and public spirll which breathe in them, they 
* owe a large portion of their merit. The subject is, to rouse 
the indignation of his countrymen against Philip of Macedmi, 
the public enemy of the liberties of Greece ; and to guard 
them against the treacherous measures, by which that crafty 
tyrant endeavored to lull them into a neglect of their danger. 
To attain this end, we see him use every means to animate 
a people, distinguished by justice, humanity, and valor ; but 
in many instances become corrupt and degenerate. He 
boldly accuses them of venality, indolence, and indifference 
to the public good; while,' at the same time, he reminds 
them of their former glory, and of their present resources. 
His contemporary orators, who were bribed by Philip, and 
who persuaded the people to peace, he openly reproaches as 
traitors to their country. He not only prompts to vigorous 
measures, but teaches how they are to be carried into ex- 



Not being Ibrmed by nature for an orator, what were his efforts that he 
might become one 1 Hence, of his example what is remarked ; and why 1 
what are the characteristics of his style 1 What is said of the field that 
]greaentod itself to Demosthenes; and to this, what is to be attribotedl 
What is the subject ; and to attain this end, what course does he pur- 
•ael What is said of his contemporary orators; and how does he tnat 
themi Besides prompting to vigorous nieasuies, what does he do 1 
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ecttdon. His orations are strongly animated, and iiill of 
the impetaosity and ardor of public spirit. His composition 
is not distinguished by ornament and splendor. It is an 
energy of thought peculiarly his own, which forms his 
character, and raises him above his species. He seems not 
to attend to words, but to things. We forget the orator, and 
think of the subject. He has no parade and ostentation ; no 
studied introductions ; but is like a man full of his subjectt 
who, afier preparing his audience by a sentence or two, for 
the reception of plain truths, enters directly on business. 

The style of Demosthenes is strong and. concise ; though 
sometimes, it must be confessed, harsh and abrupt. His 
words are highly expressive, and his arrangement firm and 
manly. Negligent of lesser graces, he seems to have aimed 
«t that sublime which lies in sentiment. His action and 
pronunciation are said to have been uncommonly vehement 
and ardent ; which, from the manner of his writings, we 
should readily believe. His character appears to have been 
of the austere, rather than of the gentle kind. He is always 
grave, serious, passionate ; never degrading himself, nor 
attempting any thing like pleasantry. If his admirable 
eloquence be in any respect faulty, it is, that he sometimes 
borders on the hard and dry. He may be thought to want 
smoothness and grace ; which is attributed to bis imitating, 
too closely, the manner of Thucydides, who was his great 
model £>r style, and whose history he is said to have 
transcribed eight times with his own hand. But these de- 
fects are more than atoned for, by that masterly force of mas« 
euline eloquence, which, as it overpowered all who heard it, 
cannot, in the present day, be read without emotion. 

Of hb orations, what is remarked 1 What is said of his composition ; 
Mid what is firther remarked of him 1 Of the style of Demosthenes, and of 
Us wordSjWhat is observed 1 What is remarked of his action, and of his 
general character 1 If there he any objection to his admirable eloquenoe, 
what is it ; and to what may it be attributed ^ Bat by what are these 
defects more than atoned for? 

ANALYSIS. 



Eloquence. 

1. The definition of eloquence. 
A. Conviction and persuasion. 

2. The degrees of eloquence. 

A. To please only. 

B. To please and to instruct. 

C. To interest and to agitate. 
" a. The (MSspring of passion. 



3. The character of etoquence. 

4. Its origin. 
A. Athens. 

a. Pisistratus. 

b. Pericles. 

c. The sophists. 

d. Isocrat^. 

e. Demosthenes — ^his style. 
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LECTURE XXIV. 

ROMAN ELOaUENCE— CICERO— MODERN 

ELOaUENCE. 

Having treated of the rise of eloquence, and of its stale 
among the Greeks, we now proceed to consider its prorress 
among the Romans, where we shall find one model, at least, 
in its most splendid and illustrious form. The Romans were 
long a martial nation, and unskilled in arts of every kiad. 
Arts were not known among them till after the conquest of 
Greece ; and the Romans always acknowledged tlie Gr^ 
cians as their masters in every point of learning. 



Grecia capta ferum victorum cepit et artes 
Intulit agresU Latio. 



Wlien conquer'd Greece brought in her captive arta, 

She triumph'd o'er her aavage conquerors' hearts ; 

Taught our rough verse its numbers to refine^ 

And our rude style with elegance to shine. Prancis, 

As the Romans derived their eloquence, poetry, and learn- 
ing from the Greeks, sothey must be confessed to have been 
&r inferior to them in genius for all these accomplishments. 
They had neither their vivacity nor sensibility ; their pas-- 
sions were not so easily moved, nor their conceptions so 
lively ; in comparison with them, they were a phlegmatic 
people. Their language resembled their character : it was 
regular, firm, and stately ; but wanted that expressive sim- 
plicity, that flexibility to suit every different species of com- 
position, for which the Greek tongue is peculiarly distin- 
guished. And hence, by comparison, we shall always find* 
that in the Greek productions there is more native genius $ 
in the Roman, more regularity and art. 

As the Roman government, during the republic, was of 

.. s___ 

Having treated of eloquence among the Greeks, among whom do we 
now proceed to consider its prepress ; and what shall we there find "l Of 
Uie Romans, and of the arts among them, what is remarked 1 What 
illustration of this remark is given from Horace ? As the Romans derived 
their eloquence and poetry from the Greeks, so, of themj what must be 
confessed ; and how is this illustrated 1 How did their language ccnnpaie 
with that of the Greeks ; and hence, by comparison, what snail we always 
find 1 As the Roman government, during the republic, was of the popu- 
lar kind, what followed ; but of what kind was it T 
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the popular kind, pablie speaking, no donbt, early became 
the means of acquiring power, honor, and distinction. But 
in the rude, unpolished tiipes of the state, their speaking 
could hardly deserre the name of eloquence. It was not 
till a short time preceding the age of Cicero, that the Ro« 
man orators rose into any reputation; Crassus and Anto- 
nius seem to have been the most eminent ; but as none of 
their productions are extant, nor any of Hortensius's, who 
viras Cicero's rival at the bar, it is not necessary to transcribe 
what Cicero has said of them, and of the character of their 
eloquence. 

The object most worthy of our attention is Cicero himself 
whose name alone suggests every thing that is splendid in 
oratory. With his life and character, in other respects, we 
are not at present concerned. We shall view him only aa 
an eloquent speaker, and endeavor to point out both his vir- 
' taes and his defects. His virtues are, beyond doubt, super* 
latively great. In all his orations, his art is conspicuous. 
He begins, generally, with a regular exordium, and with 
much address prepossesses the hearers, and studies to gain 
their afiections. His method is clear, and his arguments 
are arranged .with great propriety. In greater clearness of 
method, he has the advantage over Demosthenes. Every 
thing appears in its proper place ; he never attempts to move 
till he has endeavored to convince : and in moving, particu- 
larly the softer passions, he is highly successful. No man 
ever knew the force of words better than Cicero. He rolls 
them along with the greatest beauty and magnificence ; and 
in the structure of his sentences, is eminently curious and 
exact. He is always full and flowing ; never abrupt. He 
amplifies every thing ; yet, though his manner is generally 
difi(use, it is often happily varied, and accommodated to the 
subject. When a great public object roused his mind, and 
demanded indignation and force, he departs, considerably« 
firpm that loose and declamatory manner, to which, at other 

Whan did the Roman oraton first rise into reputation 1 Who were the 
meet eminent ; bat why ii it not necessary to transcribe what Cicero has said 
of tbeml ¥nioiithe obiect most worthy our attention ; and what does 
Ids name alone soggestl In what character only, shall we here view him; 
and what shall we endeavor to do 1 How does it appear that his virtues 
arovery great; and in what respect has he the advantage over Demos- 
thenesl How ii this remark illustrated 1 Of his knowledoe of the ibrae 
sf WDidi, and of hk manner in general, what is ftrther remarked 1 When 
does he depart firom his usual manner: and in what orations is this ths 
1 
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times, he is inclined, and becomes exceedingly cogent ancf 
vehement. This is the case in his orations against Anthony 
and in those against Verres and Catiline* 

This great orajtor, however, is not without his defects*. 
In most of his orations there is too much art ; it is evea 
carried to a degree of ostentation. He seems often desirous 
of commanding admiration, rather than of producing convic- 
tion. Hence, on some occasions, he is snowy rather than 
solid; and diffuse, where he ought to have been urgent. 
His sentences are always round and sonorous ; they cannot 
be accused of monotony» for they possess variety of cadence ; 
but from too great a fondness for magnificence, he is, on 
some occasions, deficient in strength. Though the services 
which he had rendered to his country were very great, yet 
he is too much his own panegyrist. Ancient manners, which 
imposed fewer restraints on the side of decorum, may, in 
some degree, excuse, but cannot entirely justify his vanity. 

Whether Demosthenes or Cicero be the most perfect 
orator, is a question on which much has been said by criti 
cal writers. The different manner of these two princes of 
eloquence, and the distinguishing characters of each, are so 
strongly marked in their writings, that the comparison is, in 
many respects, obvious and easy. The character of Demos- 
thenes is vigor and austerity ; that of Cicero is gentleness 
and insinuation. In the one you find more manliness ; in 
the other, more ornament. The one is more harsh, but 
more spirited and cogent ; the other more agreeable, but 
withal looser and weaker. 

In comparing these two great oratorSrFenelon, the cele- 
brated Archbishop of Cambray, and author of Telemachus, 
seems to have stated their relative merits with great justice 
and perspicuity. His judgment is given in his Reflections 
on Rhetoric and. Poetry. The following is a translation of 
the passage : * I do not hesitate to declare,' says he, * that 
I think Demosthenes superior to Cicero. I am persuaded 
no one can admire Cicero more than I do. He adorns what- 

-^— ^— ^— ^^^— ^— ^— ^^— ^-^— ■ r II I L__i u _j-^__^^^L^^r^>^ — ' m 1 'm^im^m^imjt^^^KK' 

What, however, are this great orator's defects ; and hence, what fel- 
lows/? What is remarked of his sentences ; and of the services which he 
rendered to hia country, what is observed 1 What may, in some decree, 
. excuse his vanitv 1 On what question has much been said hy cntical 
writers; and why is the comparison, in many respects, easy 1 What is 
the^ comparison between them 1 What is remarked of Fenelon's ooio- 
parison of them % Where is his judgment given j and what is the trans- 
lation of the passage 1 
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ever he attempts. He does honor to language. He dis- 
poses of words in a manner peculiar to himself. His style 
has great variety of character. Whenever he pleases, he 
is even concise and vel^ement ; for instance, against Cati« 
line, against Yerres, against Anthony. But ornament is too 
visihle in his writings. His art is wonderful, hut it is per- 
ceived. When the orator is providing for the safety of the 
Republic, he forgets not himself, nor permits others to hig&L 
him. Demosthenes seems to escape from himself, and to 
see nothing but his country. He seeks not elegance of ex- 
pression ; unsought for, he possesses it. He is superior to 
admiration. He makes use of language as a modest man 
does of dress, only to cover him. He thunders, he lightens. 
He is a torrent which carries every thing before it. We 
cannot criticise, because we are not ourselves. His subject 
enchains our attention, and makes us forget his language. 
We lose him from our sight: Philip alone occupies our 
minds. I am delighted with both these orators ; but I con- 
fess that I am less affected by the infinite art and magnificent 
eloquence of Cicero, than by the rapid simplicity of Demos- 
thenes.' 

The reign of eloquence, among the Romans, was very 
short. After the age of Cicero, it expired ; and we have no 
reason to wonder that this was the case. For not only was 
Uberty entirely extinguished, but arbitrary power was felt 
in its heaviest and most oppressive weight ; Providence 
having, in his wrath, delivered over the Roman empire to 
a succession of the most execrable tyrants that ever disgraced 
and scourged the human race. Under their government it 
was naturally to be expected that taste would be corrupted, 
and genius discouraged. Some of the ornamental arts, less 
intimately connected with liberty, continued, for a while, to 
prevail ; but for that masculine eloquence, which had exer- 
cised itself in the senate, and in the public affairs, there was 
no longer any place. Luxury, eneminacy, and flattery, 
overwhelmed all. And the forum, where so many great 
afQiirs had been transacted, was now become a desert. 

In the decline of the Roman empire, the introduction of 

Of the reign of eloquence among the Romans, what is remarked ; and 
why have we no reason to wonder that this was the easel Under their 
government, what was naturally to be expected 1 Of same of the arts 
what is remarked; bat for what was there no longer any place 1 What 
orerwhehned all ; and what was the forum now become 1 What, m the 
decline of the Roman empire, introduced a new species of doquence ; but 
of iSbtm what is zemarkea'} 
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Christianity gave rise to a new species of eloquence, in the 
apologies, sermons, and pastoral writings of the Fathers of 
the church. But none of them afford yery just models of 
eloquence. Their language, as soon as we descend to the 
third or fourth century, becomes harsh ; and they are, in 
general, infected with the taste of that age— a love of swoln 
and strained thoughts, and of the play of words. Among* 
the Ghreek Fathers, the most distinguished, by &r, for his 
oratorical merit, is St. Chrysostom. His language is pure ; 
his style highly figured. He is copious, smooth, and 
sometimes highly pathetic. But he retains, at the same 
tkne, much of that character which has been always attri- 
buted to the Asiatic eloquence—diffuse and redundant to a 
great degree, and often overwrought and tumid. 

As nothing occurs that deserves attention in the middle 
ages, we pass now to the state of eloquence in modem times. 
Here it must be acknowledged, that in. no European nation, 
has public speaking been considered so great an object, or 
been cultivated with so much care, as in Greece or Rome. 
Its reputation has never been so high ; its effects have never 
been so considerable; nor has that high and sublime kind 
of it, which prevailed in those ancient states, been so much 
as aimed at ; notwithstanding, too, that a new profession has 
been established, which gives peculiar advantages^ to oratory, 
and affords it the noblest field — we mean the church. The 
genius of the world seems, in this respect, to have undergone 
some alteration. The two countries where we might expect 
to find most of the spirit of eloquence are, France and Great 
Britain : France, on account of the distinguished turn of 
the nation towards all the liberal arts, and of the eiicourage^ 
ment which, for more than a century past, these arts have 
received from the public : Great Britain, on account of it^ 
free government, and the liberal spirit and genius of its 
people. Yet in neither of these countries has the talent of 

Sublic speaking risen near to the degree of its ancient splen- 
or ; while in other productions of genius, both in prose and 
in poetry, they have contended for the prize with Greece and 
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What BB obseired of their language ; and with what are they, in gBOfsnt 
infected 1 Among the Greek fa^ere, who is the most dtstingiushed ; and 
what is remarked of him t What is observed of the eloquence of the mid- 
dle ages, and of that of modern times 1 In what two countriee might we 
expect to find most of the spirit of eloquence ; and why 1 How do these 
eountries compare with Grreece and Rome in eloquence J and, alaO| is othier 
pioductioos or genius 1 
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Rome; nay, in some compositions, they may be thought to 
have surpassed them. 

It seems particularly surprising, that Great Britain should 
not have made a more conspicuous figure in eloquence than 
it has hitherto attained ; when we consider the enlightened, 
and, at the same time, the free and bold genius of the coun- 
try, which seems not a little to favor oratory ; and when we 
consider that, of all the polite nations of Europe, it alone 
possesses a popular government, or admits into the legis- 
lature, such numerous assemblies as can be supposed to lie 
under the dominion of eloquence. Notwithstanding this 
advantage, it must be confessed, that in most parts of 
eloquence, we are undoubtedly inferior, not only to the 
Greeks and Romans by many degrees, but also, in some 
respects, to th^ French. We have philosophers, eminent 
ana conspicuous, perhaps, beyond any nation, in every 
branch of science. We nave both taste and erudition, in a 
high degree. We have historians, we have poets of the 
greatest name ; but of orators, or public speakers^ we have 
little to boast ; and no monuments of their genius are to be 
found.* 

The characteristical difference between the state of elo- 
quence in France and Great. Britain is, that the French have 
adopted higher ideas both of pleasing and persuading by 
means of oratory, than we have ; though, sometimes, in the 
execution, they fail. In Great Britain, we have taken up 
elpquence on a lower key ; but in our execution, as was 
naturally to be expected, have been more correct. In France, 
the style of their orators is ornamented with bolder figures ; 
and their discourse carried on with more amplification, 
warmth, and elevation. The composition is often very 
beautiful ; but sometimes, also, too diffuse, and deficient in 
that strength and cogency which gives to eloquence all its 
power. 

♦ Perhaps, Burke, Sheridan, Fox, and Pitt, form exceptions to this 
TCmark. 



Why does it seem surprifflog that Great Britain has not made a mors 
coDsincuous figure in eloquence, than it hitherto has 1 Notwithstanding 
this advantage, what must be confessed 1 What do we possess ; but of our 
(nraiors what is remarked 1 Who form exceptions to this last remark 1 
What is the characteristical difference between the state of eloquence in 
fVance and in Great Britain'? What is remarked of the state of their 
oniions ia France ; and, also, of their composition 1 

V7* 
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Several reasons maybe given, why modem eloquence 
been so confined and humble in its efforts. In the first 
place, it ^eems, that this change must, in part, be a8cril>ed 
to accurate turn of thinking, which has been so macli 
studied in modern times. Our public speakers are oblig'ed 
to be more reserved than the ancients, in their endeavors to 
elevate the imagination and warm the passions ; uid, hry 
the influence of prevailing taste, their own genius is, per- 
haps, in too great a degree, rendered chaste and delicate* 
It is probable, also, that we ascribe to our correctness and 
good sense, what is chiefly owing to the phlegm and natural 
coldness of our dispositions. For the vivacity and sensi- 
bility of the Greeks and Romans, more particularly of the 
former, seem to have been much superior to ours, and to 
have communicated to them a higher relish for all the beau- 
ties of oratory. 

Besides these national considerations, we must, in the 
next place, attend to peculiar circumstances in the three 
great scenes of public speaking, which have proved disad- 
vantageous to the growth of eloquence among us. Though 
the parliament of Great Britain be the noblest field that 
Europe, at the present day, afl!brds to a public speaker, yet 
eloquence has never been so powerful an instrument there, 
as it was in the popular assemblies of Greece and Rome. 
Under soifte former reig^ns, the iron hand of arbitrary power 
checked its efforts ; and in later times, ministerial influence 
has generally rendered it of small importance. The power 
of speaking, though always considerable, yet has been often 
found too feeble to counterbalance either of these ; and, of 
course, has not been studied with so much zeal and fervori 
as where its efiect on business was irresistible and certain. 

At the bar, our disadvantage, in comparison with the an- 
cients, is great. Among theih, the judges were commonly 
numerous ; the laws were few and simple ; the decision of 
causes was left, in a great measure, to equity, and a sense of 
mankind. Hence the field for judicial eloquence was large 

Wbat is the first reason giyen, why modem eloquence has been so ooo- 
fined and humble in its efforts ; and how is this illustrated 1 What is 
also probable : and why 1 Beades these national considerations, to what 
mu^ we, in tne next place, attend ; and of the parliament of Great Britain, 
what is observed 1 What, under some former reigns, checked its eflforts ; 
and in later times, what has rendered it of small importance 1 Of the 
power of speaking what is remarked; and, of course, what has followed f 
WhataveourdisadvabtageBatthebai; and henoe what IbikiWMll 
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and ample. But at present, the system of law is become 
much more complicated. The knowledge of it is rendered 
80 laborious an attainment, as to constitute the business of a 
man's life. The art of speaking is but a secondary ac- 
complishment, to which ne c^n afibrd to devote much 
less of his time and labor. The bounds of eloquence, be- 
sides, are now much circumscribed at the bar ; and, except 
in a few cases, reduced to arguing, from strict law, statute, 
or precedent, by which means knowledge, much more than 
oratory, is become the principal requisite. 

With regard to the pulpit, it has certainly been a great 
disadvantage, that the practice of reading sermons, instead 
of repeating them from memory, has, with us, so generally 
prevailed. This may, indeed, have introduced accuracy; 
but it has done great prejudice to eloquence ; for a discourse 
read, is far inferior to an oration spoken. It leads to a dif- 
ferent sort of composition, as well as of delivery ; and can 
never have an equal effect upon an audience. Another cir- 
cumstance, too, has been unfortunate. The. sectaries and 
&natics, before the Restoration, adopted a warm, zealous, 
and popular manner of preaching ; and their adherents 
afterwards continued to distinguish themselves by a similar 
ardor. A hatred of these sects, drove the established 
church into the opposite extreme, of a studied coolness of 
expression. Hence, from the art of persuasion, which 
preaching ought always to be, it has passed, with us, into 
mere reasoiiing and instruction. 

What is the case at present ; and how is the ait of speaking legardedl 
What farther remarks follow 1 With regard to the pulmt, what has heen 
the effect of the practice of reading sermons 1 What other circumstanoe, 
too^ has been unfortunate ; and hcmoe what folbwed 1 
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LECTURE XXV. 

DIFFERElSiT KINDS OF PUBLIC SPEAKING — 
ELOaUENCE OF POPULAR ASSEMBLIES. 

After the preliminary views which have been given of 
*the nature of eloquence in general, and of the state in which 
it has subsisted in different ages and countries, we are now 
to enter on the different' kinds of public speaking, the dis- 
-tinguishing characters of each, and the rules that relate to 
them. The ancients divided all orations into three kinds ; 
the demonstrative, the deliberative, and the judicial. The 
scope of the demonstrative was to praise or to blame ; that 
of the deliberative, to advise or to dissuade ; that of the ju- 
dicial, to accuse or to defend. The principal subjects oi 
. demonstrative eloquence, were panegyrics, invectives, grata- 
latory and funeral orations. The deliberative was employed 
in matters of public concern, agitated in the senate, or before 
the assemblies of the people. The judicial is the same as 
the eloquence of the bar, employed in addressing judges, 
who have power to absolve or to condemn. Though this 
division is judicious, and has been followed by some of the 
moderns, yet, it will suit our purpose better, to follow that 
division which the train of modern speaking naturally points 
out to us, taken from the three great scenes of eloquence, 
popular assemblies, the bar, and the pulpit ; each of whicb 
has a distinct character. 

To all the three, pulpit, bar, and popular assemblies, be- 
long, in common, the rules concernmg the conduct of a 
discourse in all its parts. Of these rules we shall afterwards 
treat at large. But before we proceed to them, it seems 
necessary to show what is peculiar to each of these three 
kinds of oratory, in their spirit, character, or manner. For 

^^^^__ / 

After these preliminary viewg, upon whftt are w« to enter % Into whit 

three kinds did the ancients divide all orations ; and what was the aoopa 

• of each 1 On what subjects were they respectively employed % Of thai 

division, what is remarked ; but what will suit our purpoae better 1 To 

the pulpit, bar, and popular assemblies, what, equally, belong; and whatb 

observed of them 1 But before we proceed to them, what ■eBDMi no wawiy; 
and why ? 
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eTery species of public speaking has a manner or cliaracter 
peculiarly suited to itself; of which it is highly material to 
nsLve a just idea, in order to direct the application of general 
rules. 

Without inquiring which of these three - kinds of public 
speaking before mentioned, has the preference, in point of 
rank, we shall begin with the eloquence of popular assem- 
blies ; as it tends to throw most light upon the rest. The 
most aup^st theatre for this kind of eloquence, to be found in 
any nation of Europe, is, beyond doubt, the parliament of 
Great Britain. In meetings, too, of less dignity, it may dis« 
play itself. Wherever there is a popular court, or wherever 
any number of men are assemblea for debate or consultatiout 
there, this species- of ek»quence may be applied. Its object 
is, or ought always to be, persuasion. There must be some 
end proposed-^ome point, most commonly of public utility 
or good, in favor of wnich we seek to determine our hearers. 
Now, in all attempts to persuade men, we must proceed upon 
the principle, that it is necessary to convince their under* 
SEtanding. Nothing can be more erroneous than to imagine, 
that because speeches to popular assemblies admit more of a 
declamatory style than some other-discourses, they, therefore, 
stand less m need of being supported by sound reasoning. 
Wh»i modelled upon this false idea, they may have the 
-show, but can never produce the effect of real eloquence. 
Even the show of eloquence which they make, will please 
only the trifling and superficial ; for with all toleiable judges, 
mere declamation soon becomes insipid. 

It must ever be remembered, that the foundation of all 
that can be called eloquence, is good' sense, and solid 
thought. As popular as the orations of Demosthenes were, 

Soken to all the citizens of Athens, every one who reads 
em must be sensible how fraught they are with argument ; 
and how important it appeared to him to convince the under- 
standing, in order to persuade, or to work on the principles 
of action. Hence their influence in his own time; and 



With wfakh shall we bc^ ; and why 7 At present, where is the most 
august theatre for this kindof eloquence to be found ; and where else may 
itSsplayitselfl How is this last remarii illustrated 1 What is its objeet ; 
and what remarks follow 1 What is an erroneous idea ; and when mo- 
ileliediipon this, what is observed of themi Whom only will the show 
Of eloquence which they make please ; and why ? What is the fou nda ti on 
«f all that can be called thqaaMoe-, and ftom DemostheoeB, bow is this 
iUiiilntvdt ' 
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hence their fame in ours. Let it be the first study, therefore^ 
of him who means to address a popular assembly, to be pre- 
viously master of the business on which he means to speak ; 
to be well provided with matter and argument ; and to rest 
upon these the chief stress. This will always give to his 
discourse an air of manliness and strength, which is a power- 
ful instrument of persuasion. Ornament, if there be a 
genius for it, will follow of course ; and, at any rate, it de- 
mands only their secondary study. * To your expression I* 
be attentive ; but about ydur. matter be eolicitous,' is an I 
advice of Qjiintilian, which cannot be too often recollected I 
by all who study oratory. • 

In the next place, in order to be persuasive speakers in a 
popular assembly, it is a capital rule, that we, ourselves, be 
persuaded of what we recommend to others. Never, when 
it can be avoided, should we espouse any side of the argu- 
ment, but what we believe to be the just one. Seldom ot 
never will a man be eloquent, but when he is in earnest^ 
and .uttering his own sentiments. As was^befbre observed, 
all high eloquence must be the offspring of passion, or warm 
emotion. This makes every man persuasive, and gives a 
force to his genius, which it cannot otherwise possess. 

Young people, with a view of training themselves to the 
art of speaking, imagine it useful to adopt that side of the 
question under debate, which, to themselves, appears the 
weakest, and to try what figure they can make of at. But 
this is by no means the most improving education for publie 
speaking ; as it tends to form them to a habit of flimsy and 
trivial discourse. Such a liberty they should at no time 
allow themselves, unless in meetings whore no real business 
is carried on, but wh^re declamation or improvement iA 
speaking, is the sole aim. Nor even in such meetings is it 
to be recommended as the most useful exercise. They will 
improve themselves to more advantage, and acquit them- 
selves with more honor, by choosing, always, that side of 



What, therefore, shoiild be the first study of lum who wishes to addrass 
a popular assembly', and what will this giye to his discourse 1 Of omar 
ment what is remarked ; what says Ctuintilian ; and what b observed of it 1 
In the next place, to be persuasive speakers in a popular assembly, what is 
a capital rule 1 What should we never do ; and why 1 What was bo> 
fate observed ; and what is remarked of it 1 What do young people 
imagine to be useful ; of this what is observed ; and why % When, only, 
shomd they allow themselves such a liberty ; and even in such meetings 
what will be a more useflU exercise % 
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the debate, to which, in their own judgment, they are most 
inclined, and supporting it by what seems to themselves 
most solid and persuasive. They will acquire the habit of 
reasoning closely, and expressing themselves with warmth 
and force, much more when they are adhering to their own 
sentiments, than when they are speaking in opposition to 
them. 

Debate in popular assemblies, seldom allows the speaker 
that previous preparation, which the 'pulpit always, and the 
bar sometimes, admits. The argument must be suited to 
the course which the debate takes ; and as no man can ex- 
actly foresee this, one who trusts to a set speech, previously 
composed, will, on many^ occasions, be thrown out of the 
ground which he had taken, or find it preoccupied by others. 
There is, indeed^ a general prejudice against all kinds of set 
speeches, in public meetings. At the opening of a debate, 
they may, perhaps, sometimes be introduced with propriety ; 
but as the debate advances, they become improper : they 
want the appearance of being suggested by the business 
about which the speakers are engaged. Study and osten- 
tation are apt to be too conspicuous ; and, consequently, 
though admired as elegant, they are seldom so persuasive 
as more free and unconstrained discourses. * 

This, however, by no means prohibits a premeditation x>{ 
what we are to say ; but the premeditation which is of most 
advantage, is of the subject or argument in general, rather 
than of elegant composition in any particular branch of it.r 
With refi^rd to the matter, we cannot be too accurate in our ^ 
preparation ; but with regard to words and expression, it is 
very possible to be so assiduous, as to render our speech 
Stiff and precise. Till speakers acquire that firmness, that 
presence of mind, and that command of expression, in a pub- 
uc meeting, which nothing but habit and practice can bestow, 
it may be proper for them to commit to memory the whole 
of what they are to say ; but after some performances of this 



Why IS thu the ca/w 1 What does debate in popular assembties seldom 
allow the speaker ; and why 1 Asainst what is there a general prejudice 1 
When may thev be introduced with propriety ; when do they become im- 
proper ; and why 1 What are apt to be too conspicuous ; and what con- 
sequence follows? Wluit, however, does not this prohibit; but what 
premeditation is of most advantage 1 With regard to the matter and to 
the words, what remarks follow 1 Till when should speakers commit the 
whole of what they are to say ; but after some performances of this kind 
shall have given them boldness,, what will they find the better method 1 
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kind shall have giyen them boldness, they will find it the 
better method not to confine themselves so strictly, but onljf 
to set down some short notes of the topics, or principal 
thoughts upon which they are to insist, leaving the words to 
be suggested by the warmth of discourse. Such short notes 
of the substance of the discourse, will be found of consider* 
able service, to those, especially, who are beginning to speak 
in public. They will accustom them to a degree of accuracy, 
wmch if they speak frequently, they are in danger of soon 
losing. They will even accustom them to a distinct arrange- 
ment, without which eloquence, however great, cannbt pro- 
duce entire conviction. 

This leads us next to observe, that in all kinds of public 
speaking, no discourse of any length, shotild be without 
method-^— that is, every thing should be found in its proper 
place. Every one who speaks, will find it of the greatest 
advantage to have previously arranged his thoughts, and 
classed under proper heads, in his own mind, what he is to 
deliver. This will assist his memory, and carry him 
through his discourse without that confusion to which one 
is every moment subject, who has fixed no distinct plan of 
what he is to say. And with respect to the hearers, order 
in discourse is absolutely necessary for making any proper 
impression. - It adds both force and light to what is said. 
It enables them to accompany the speaker easily and readily, 
as he goes along, and makes them feel the full efiect of every 
argument which he employs. 

We 6hall now consider the style and expression suited to 
the eloquence of popular assemblies ; ana that these give 
scope to the most animated manner of public speaking, there 
can be no doubt. The very aspect of a large assembly, en- 
gaged in some debate of importance, and attentive to the 
discourse of one man, is sufficient to inspire that man with 
such elevation and warmth, as not only give rise, to strong 
impressions, but gives them propriety also. Passion is 
easily excited in. a great assembly, where the movements 
are communicated by mutual sympathy between the orator 



Of what flernce will such sheft notee be 1 What does this lead vm mat 
toobaerrel What will ereiy one who speaks find of gxeat adyantage: 
and why 1 What advantages do the hearers derive from order in discoHne f 
What shall we now consider; and of what can there be nodonhtl What 
is the effect of the aspect of a large assembly, engaged in soibe debate of 
imp(»tanoej and why 1 
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fmd the andience. That ardor of speech, that vehemence 
and glow of sentiment, which proceed from a mind animated 
and inspired by some great and public object, constitute the 
peculiar character of popular eloquence, in its highest de- 
gree of perfection. We must remember, howeyer, that the 
tiberty of indulging in a strong and passionate manner, in 
this kind of oratory, must be kept within certain limits ; and 
these we shall point out, in order to guard against mistakes 
on this subject. 

In tke first place, the warmth which we express, must be 
suited to the occasion and the subject ; for nothing can be 
more preposterous, than an attempt to introduce great vehe- 
mence into a subject, which is either of slight importance, or 
which, by its nature, requires to be treated of calmly. A 
temperate tone of speech, is that for which there is most 
frequent occasion ; and he who is always passionate and 
vehement, will be considered as a blusterer, and meet with 
little regard. 

In tke second place, we must be careful never to counter- i 
feit warmth without feeling it. This always betrays persons h 
into an unnatural manner, which exposes them to ridicule ; 
for, as has been often suggested, to support the appearance, 
without the real feeling of passion, is one of the most diffi- 
cult things in nature. The great rule here, as, indeed, in 
every other case, is, never to attempt a strain of eloquence 
wkich is not seconded by our own genius. A speaker may 
acquire both reputation and influence, by a calm, argumen- 
tative manner ; but to reach the pathetic and the sublime of 
oratory, requires those strong sensibilities of mind, and that 
high power of expression, which are the lot of a very small 
portion of mankind. 

In the third place, even when the subject justifies the 
vehement manner, and when genius prompts it — ^when 
warmth is felt, not feigned ; we must, however, be cautious, 
lest impetuosity carry us beyond the bounds of prudence 
9n4' propriety. If the speaker lose the command of himself 

What constitute the peculiar character of popular eloquence, in its 
ligkflit perfection; but wnat must we, at the same time, remember 1 In 
the first place, to what must the warmth be suited ; and why 1 For what 
tone of speedi is there most fiequent occasion ; and what follows 1 In the 
■soond {^aoe, about what must we be careful ; and why 1 Here, what is 
Ae ipeat rule 1 What may a speaker, by a calm, argumentative maimer, 
mtfmn; but to reach the pathetic and the sublime of oratory, what is le- 
quuite 1 In the third place, of what must we be cautibus ; and why 1 
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he will soon cease to influence his hearers. He should be- j 
gin with moderation, and endeavor to warm his audience \ yV 
gradually and equally with himself; for if their passions be ^d 
not in unison with his, the discord will soon be disagreeable mJ 

and offensive. Respect for his hearers should always lay a >^ 

decent restraint upon his warmth, and prevent it from car- 
rying him beyond proper limits. When this is the case — 
when a speaker is so far master of himself as to preserve 
close attention to argument, and even to some degree of 
accurate expression, this self-command, this effort of reason* 
in the midst of passion, contributes, in the highest degree, 
both to please and to persuade. It is indeed, the highest 
attainment of eloquence ; uniting the strength of reason with 
the vehemence of passion ; affording all the advantages of 
passion for the purpose of persuasion, without the confusioii 
and disorder which are its usual attendants. 

In the fourth place, in the highest and most animated 
strain of popular speaking, we must always preserve a du« 
regard to what the public ear will bear. Without an atten- 
tion to this, an injudicious imitation of ancient orators might 
betray a speaker into a boldness of manner, with which the 
coolness of modern taste would be dissatisfied and displeased. 
This may, perhaps, as was before observed, be a disad- 
vantage to modern eloquence. It is no reason why we 
should be too severe in checking the impulse of genius, and 
continuing always creeping on the ground ; bat it is a reason^ 
however, why we should avoid carrying the tone of decla- 
mation to a height that would now be considered extravagant* 

In the fifth place, in all kinds of public speaking, but 
especially in popular assemblies, we must particularly 
attend to all the decorums of time, place, and character. No 
ardor of eloquence can atone for these. That vehemence 
which is becoming in a person of character and authority, 
may be unsuitable to the modesty expected from a yonn^ 
speaker. That sportive and witty manner which may soit 
one subject and one assembly, is altogether out of place in a 



In what manner should he besin ; how shoQld he proceed ; and wlnr Y 
What effect should respect for his hearers always pSroduoe ; and of tmi^ 
what remarks follow 1 in the fourth place, what must we always piCMfre ; 
and what will be the consequence of neglecting this 1 To wnal maj tfns 
be a disadvantage ; for what is it no reason ; but for what it it a imuhmi 1 
In the fifth place, to what must we attend : and how is this IbDy iSttH 
tratedl 
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prave cause, and a solemn meeting. No one should ever 
rise to speak in public, without forming to himself a just and 
strict idea of what suits his own age and character ; what is 
suitable to the subject, the hearers, the place, and the occa* 
sion. On this idea he should adjust the whole train and 
manner of his elocution. 

With regard to the degree of conciseness or diffuseness 
suited to popular eloquence, it is not easy to determine with 
precision. A diffuse manner is generally considered as 
the most proper. It seems, however, that there is danger 
of erring in this respect ; and that by too diflfuse a style, 

Sttblic speakers often lose more in point of strength, than 
ley gain by the fullness of their illustration. Excessive 
conciseness, indeed, must be cautiously avoided. We must 
explain and inculcate ; but confine ourselves within certain 
limits* We should never forget, that however much we 
may be delighted with hearing ourselves speak, every au- 
dience is apt to tire ; and the moment they grow weary, our 
eloquence becomes useless. A loose and verbose manner 
never &ils to create disgust ; and, on most occasions, it is 
better to run the risk of saying too little than too much. It 
18 better to place our thought in one strong point of view, 
snd rest it there, than by presenting it in every light, and 
pouring forth a profusion of words upon it, exhaust the 
attention of our hearers, and leave them languid and fatigued. 

What should every one do before he rises to speak in public ; and what 
nmaik fi)Uows 1 With regard to the degree of conciseness or diffuseness 
fluked to popu lar doquence, what is remarked ; and which is generally pi»- 
Ismd 1 W hat is the effect of too diffuse a style ; and what is remarKed of 
•zcctiive eondseness 1 What should we never forget 1 What is said of 
a looN and verhoae manner ; and what remarks follow 1 
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0ifliBf«nt kinds of public speaking. 
I. Eloquence of popular assem- 
blies. 
A* The foundation of all elo- 
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a. The first requisite fi>r popu- 

lar speaking. 

b. The second requisite. 
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B. Debate in popular assemblies, 
a. The necessity of premedi- 
tation. - 



b. Method always to be ob- 
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b. Never to be counterfeited. 

c. Not to be carried too ftj. 

d. The pubUc ear to be re- 
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e. Decorums to be observed. 
£ Conciseness and diffiisenesB 

considered. 



LECTURE XXVI. 

ELOCIUENCE OF THE BAR. 

Thb next great scene of public speaking to which we 
proceed is the eloquence of the bar ; and as much of what 
was said in the last lecture is applicable here, also, our ob- 
sermtions upon this subject will be the less extensive. All, 
however, that has been said, must not be applied to it ; and 
it is necessary, therefore, that the distinction should be 
clearly perceived. 

In the first place, the ends of speaking at the bar, and in 
popular assemblies, are commonly difiereht. In popular 
assemblies, the great object is persuasion : the orator aims 
at determining the hearers to some choice or conduct, as 
good, fit, or useful. For accomplishing this end, he neces- 
sarily applies himself to every principle of action in our 
nature— to the passions and to the heart, as well as to the 
understanding. But at the bar, conviction is the great ob- 
ject. There, it is not the speaker's business to persuade 
the judges to what is good or useful, but to show them what 
is just and true ; and consequently, it is chiefly, or solelyy 
to the understanding that his eloquence is addressed. 

In the next place, speakers at the bar address themsdves 
to one, or to a few judges, who are, generally, persons of 
age, gravity, and dignity of character. There, they have 
not those advantages which a mixed and numerous assembly 
affords for employing all the arts of speech, even supposing 
their subject to admit them. Passion does not rise so easily ; 
the speaker is heard more coolly ; he is watched with more 
severity; and would expose himself to ridicule, by attempt- 
ing that high vehement tone, which is only proper in speak- 
ing to a multitude. 

In the last place, the nature and management of the sub- 

Whaft is the next great scene of public speaking ; and why will our 
obiervatione on it not be extensive 1 As all, nowever, that has been said 
must not be applied to it, what follows ? What is the first distinction ; 
and how is it fiiUy illustrated 1 What is the second distinction ? There, 
what advantajjTM do they not possess; and whyl What is the last die- 
tinction men tioned; and in popular aasembUes, what advantagea has the 
speakerl 
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jects which belong to the bar, require a very different species 
of oratory from that of popular assemblies. In the latter, 
the speaker has a much wider range. He is seldom con- 
£tked to any precise rule ; he can fetch his topics from a 
great Tariety of quarters, and employ every illustration 
which his fatncy or imagination suggests. But at the bar, 
the field of speaking is limited to precise law and statute. 
Imagination is not sUlowed to take its scope. The advocate 
aeea before him the line, the square, and the compass. These, 
it is his principal business to be continually applying to the 
Sttljects under debate. 

For these reasons, it is evident, that the eloquence of the 
bar is of a much more limited, more sober and chastened 
kind, than that of popular assemblies ; and for similar rea- 
tons, we must beware of considering even the judicial 
orations of Cicero, or Demosthenes, as exact models of the 
manner of speaking which is adapted to the present state of 
the bar. It is particularly necessary to remind young law- 
jrera of this ; because, though these were pleadings spoken 
m civil or criminal causes, yet, the nature of the bar, 
anciently, both in Greece and Rome, allowed a much nearer 
approach to popular eloquence than it now does. 

This is to be ascribed principally to two causes : first, 
because in the ancient judicial orations, strict law was much 
less an object of attention than it is with us. In the days 
of Demosthenes and Cicero, the municipal statutes were few, 
simple, and general ; and the decision of causes was lefi, in 
a great measure, to the equity and common sense of the 
judges. Eloquence, much more than jurisprudence, was 
the study of those who were to plead causes. Cicero in- 
Ibrms OS, that three months study was sufficient to make 
any man a complete civilian ; nay, it was even thought that 
one might be a good pleader at the bar, without any previous 
application. Among the Romans there was a set of men 
cafied Pragmatici^ whose office it was to supply the orator 
with all the law knowledge his case required, and which he 
iwt into that popular form, and ornamented with those colors 
~— — ' I '■ 

Bat at the bar, as the field of speaking is limited to precise law and 
fllalUte, what feUows 1 For these reasons, what is evident ; and for sinii- 
Ur leaaona, of what must we beware ? Why is it particularly necessary 
i» icmiiid young lawyers of this 1 What is the first cause to which this 
ii to be aaeribed ; wad how is this illustrated 1 What does Cicero inform 
at ; and what was even thought to be true ? Among the Romans, what 
was these: and wtuit was their office 1 

18* 
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of eloquence, which were most fitted for influencing the 
judges before whom he spoke. 

We may next observe, that the civil and criminal judges, 
both in Greece and Rome, were commonly much more nu- 
merous than they are with us, and formed a sort of popular 
assembly. The celebrated tribunal of the Areopagus, at 
Athens, consistedoffifly judges at the least. Some make it 
consist of a great number more. When Socrates was con- 
demned, by what court it is uncertain, we are informed that 
no fewer than two hundred and eighty voted against him. 
In Rome, the Judices Selecti, as they were called, were 
always numerous, and had the office and power of both 
judge and jury. In the famous cause of M ilo, Cicero spoke 
to fifly-one Judices Selecii, and thus had the advantage of 
addressing his whole pleading, not to one, or to a few learned 
judges of the point of law, as is the case at present, but to all 
assembly of Roman citizens. Hence all those arts of popu- 
lar eloquence which he employed with so much success. 
Hence tears and commiseration are so often made use of as 
the means of gaining a cause. Hence, too, certain practices, 
which would be reckoned theatrical by us, were common at 
the Roman bar ; such as introducing not only the accused 
person, dressed in deep mourning, but presenting to the 
judges his family, and hi^ young children, endeavoring to 
move them by their cries and tears. 

Thus we see, that on account of the wide difference between 
the ancient and modern state of the bar, and also, the differ- 
ence in the turn of ancient and modern eloquence, too strict 
an imitation of Cicero's manner of pleading, would now be 
extremely injudicious. To great advantage, however, he 
may still be studied by every speaker at the bar. In the 
adaress with which he opens his subject, and the insinuation 
he employs for gaining the favor of the judges — ^in the dis- 
tinct arrangements of his &cts — ^in the gracefulness of his 
narration — ^in the conduct and exposition of his arguments, 
he may, and he ought to be imitated. 

Before we enter upon more particular directions concem- 

What may we next observe ; and what illustrations of this remark fol- 
low 1 In the fiuDous cause of Milo, to how many judges did Cieero iipoak ; 
what advantage did he Uius possess ; and hence what follows 1 UenM, 
too, what practices were common ; aiid what examples are given 1 Thw 
what do we see ; and why 1 Whv, however, may he still be studied, by 
every speaker at the bar, to great advantage 1 Before we enter upon bmmb 
particular directions conoenttng the eloquence of the bar, what must ^m 
observe; and why 1 
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' Ing the eloauence of the bar, we mast observe, that the Vali- 
dation of a lawyer's reputation and success, must always be 
laid in a profound knowledge of his profession. Whatever 
his abilities as a speaker may be, if his knowledge of the law 
be considered superficial, ^w will choose to commit their 
cause to him. Besides previous study, and a proper stock 
of knowledge attained, another thing inseparable from the 
success of every pleader is, a diligent and painful attention 
to every cause with which he is entrusted, so as to be 
thoroughly master of all the facts and circumstances relating 
to it. On this, the ancient rhetoricians insist with great 
earnestness, and justly represent it as a necessary basis to all 
the eloquence that Qan be exerted in pleading. Cicero tella 
us that he was in the habit of conversing fully with every 
client that came to consult him — that he was careful that no 
one should hear their conversation, in order that his client 
might explain himself more freely — that he was accustomed 
to start every objection, and to plead the cause of the adverae 
party with him, that he might come at the whole truth, and 
he fully prepared on every point of the business ; and that, 
afier the client had retired, he used to balance all the fiieta 
with himself, under three different characters — ^his own, that 
of the judge, and that of the advocate on the opposite side, 
duintilian, amongst many other excellent rules on the same 
subject, observes that, ' to listen to something which is suf^- 
fluous can do no hurt ; whereas to be ignorant of something 
that is material, may be highly prejudicial. The advocate 
will frequently discover the weak side of a cause, and learn, 
at the same time, what is the proper defence, from circum- 
stances which, to the party himself, appeared to be of little 
or no moment.' 

Supposing an advocate to be thus prepared, with all the 
knowledge which the study of the law in general, and of the 
cause which he is to plead in particular, can furnish him, k 
must next be observed, that eloquence in pleading is of the 
liighest moment fer giving support to a cause. It would be 
i^taigether wrong to infer^ that because the anci^t popular 

Beiidni jneevioiifl ftudy, what eke ■ iMnrite ifor sqoomi; and ftr what 
Mafeont . hi what egtimation did tfae aaaent ria^rieUns hold thk; aaA 
howdidtheyrepreflentitl On this subject what does Ckeio tall w WM 
thai OMine he was aocufllaiiMd to ponoe; and with what Tiewl What 
iae^Ciaiityian, amongst inany other excdlentntefObse^ Sapposinf 
an adaosate to ba thus piepaxed with all vequisite knowledse, mtix miMt 
next be observed 1 WhatmfeieooewouklbeawiongMief 
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and rdiement maimer is now« in a great meatoret taper- 
aededt there is, therefore* no room for eloquence at the oart 
and that the study of it has become supernaoos. There is* 
perhaps, no scene of public speaking where eloquence ia 
more necessary. On other occasions, the subject on which 
men speak in public is frequently sufficient, by itself^ to 
interest the hearers ; but the dryness and subtlety of the sub* 
jects generally agitated at the bar, require more than any 
other, a certain kind of eloquence, in order to command 
attention ; in order to give proper weight to the arguments 
that are employed, and to prevent any thing which the 
pleader advances from passing unregarded. The effect of 
good speaking is always very great. There is as much di^ 
^rence in the impression made upon the hearers, by a cold« 
dry, and confused speaker, and that made by one who pleads 
the same cause with elegance, ardor, and strength, as there 
is between our conception of an object, when it is presented 
to us in:the glimmermg of twilight, and when viewed in tho 
wide effulgence of a summer's noon. 

It is no small encouragement to eloquence at the bar, that 
of all the liberal professions, none gives fairer play to genius 
and abilities than that of the advocate. He is less expoeed 
than some others to suffer by the arts of rivalry, by popular 
prejudices, or secret intri^es. He is sure of coming for* 
ward according to his merits ; for he stands forth every day 
to view; he boldly enters the list with his competitors; 
every appearance which he makes, is an appeal to the pub* 
lie, whose decision seldom fails to be just, because it it 
impartial. Interest and friends may, at the beginning, give 
a young pleader peculiar advantages, but they can do no 
more than open the field to him. A reputation resting on 
these assistances will soon £dl. Spectators remark, judges 
decide, parties watch; and to him will the multitude of 
elients never fail to resort, who gives the most approved 
apecimens of his knowledge, eloquence, and indua^ry. 

In the Sjpecies of eloquence peculiar to the bar, purity and 
neatness of ej^pression are chiefly to be studied— a style per* 



Why u doqaenoe bete putKfdwljjDieofliiMry? What OlniknilM of 

llw elftf^ of good speaking foUowal What is do amall aiiooiirageBMat la 

aioquanee at the bar; and why 1 Why is he aoia of comii^ fttwaid 

aoeoidingtohisiiierit7 WhatoMV iiitamitaadfiMBda,atlhahigiaiiii^ 

do; andwhywiHarapittatianRsliiigtf&theaeaoQa&lil In the mvdm 

of ekMiiieBoepeettliartothebar,whatanGhieftrtofaast^^ aadwhai 
isitl ' . 
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spiciioiis and proper, not needlessly overcharged with the 
pedantry of law terms, nor afTectedly avoiding these, when 
they are suitable and requisite. Verbosity is a &ult of 
which men of this profession are frequently accused ; and 
into which the habit of speaking and writing so Imstilyf 
and with so little preparation as they are ofien obliged to do* 
almost unavoidably betrays them. It cannot, therefore, be 
too earnestly recommended to those who are beginning to 
practice at the bar, that they should early endeavor to guard 
against this whilst they have full leisure for preparation. 
Let them form themselves to the habit of a strong and correct 
style, which expresses the same thing much better, in a few 
words, than is done by the accumulation of intricate and 
endless periods. If this habit be once acquired, it will be- 
come natural to them afterwards, when compelled by a mul* 
tipiieity of business to compose with more precipitation. 
Whereas, if a loose and negligent style has been suffered to 
become fiimiliar, they will not be able, ev^i upon occasions 
when they wish to make an unusual efibrt, to express them* 
•elves with force and elegance. 

Distinctness, in speaking at the bar, is peculiarly neees* 
sary. This should be shown chiefly in two thin^ ; first, 
kk slating the question — ^in showing what is the point in de- 
bate-^wnat we admit — ^what we deny ; and where the line 
of division begins between us and the adverse party. Next, 
it should be shown in the order and arrangement of all the 
parts of the pleading. A clear method is of the highest 
consequence in every species of oration ; but in those intri* 
cacies that belong to Uie bar, it becomes infinitely essen<« 
tial. Too much pains, therefore, cannot be taken, in 
previously studying the plan and method. If there be 
mdistinctness and disorder there, we can have no success in 
eonvincing ; and, consequently, we leave the whole cause in 
darkness. 

With respect to the narration of fiicts, it should always be 

With ^^at fitult are men of this profearion often charged; and how an 
thev often betrayed into iti What is, therefore^ eameauy lecommeaded ; 
ana to what should they form themselves 1 If this habit m onoe aoquixed, 
what will ibDow ; but if a negligent style hieis been sufTered to become 
ftnuliar, what will be the consequence 1 In speakincr at the bar, what ii 
pecnfiarly necessary ; and how should it be shown 7 Where should it 
next be shown ; and why is it peculiarly necessary here ? Why cannoL 
liieiefore, too much pains be taken in previously studying the plan and 
methodl With respect to the nairation of fiicts, what is ninaiked ; and 
wbjl 
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M coQcise AS the nature of them will admit* It is alwajrv 
necessary that they should he remembered; and, conse* 
quently, tediousness in relating them* and an unnecessanr 
minuteness, clogs and orerloads the memory. Whereas, if 
a pleader omit all superfluous circumstances in his recital* 
he adds strength to the material fixts ; he gi^es a clearer 
▼iew of what he relates, and makes the impression of it 
more lasting. In argumentation, however, a more difiUse 
manner seems requisite at thehar, than on some other occa* 
sions. For, in popular assemblies, where the subject of 
debate is commonly plain and obvious, arguments gain 
strength by their conciseness. But the intricacy of law 
points frequently requires the arguments to be expanded* 
and expressed in dinerent lights, in order to be temjAeieij 
apprehended. 

Candor in stating the arguments of his adversary, cannot 
be too much recomm^ded to every pleader. Should he 
disffuise theni, or place them in a &be light, the artifice 
will be soon discovered ; and the iudge and &e hearers will 
conclude, that he either wants discernment to perceive, or 
fitimess to admit, his opponent's reasoning. But if he state 
with accuracy and candor, the arguments used against him* 
before he enoeavors to confute them, a strong prepossessioii 
will prevail in his fiivor. He will appear to have entire 
confidence in his own cause, since he does not attempt to 
support it by artifice or concealment. The judge will, con* 
sequently, be inclined to receive much more readily, the 
impressions made upon him b}r a speaker who appears, at 
the same time, both candid and intelligent. 

Wit may sometimes be serviceable at the bar, particularly 
in a lively reply, by which ridicule may be thrown on what 
an adversary has advanced. But a young pleader should 
be cautious how he admits too fireely the indulgence of this 
dazzling talent. His office is not to excite laughter, but to 
produce conviction ; nor, perhaps, did ever any one rise to 
eminence in his profession, by beinff a witty lawyer. 

Since an advocate personates his client, he must plead 

WheraaB, what is the effect of oimtdng all raperfluoiiB dreoiiMftaiioai in 
the recital 1 In what, however, does a more diffuse manner seem lequaite; 
and why 1 Why ahoold candor, in stating the aiffoments of an adversair. 
he particularly observed by every oleader ; and what efifoct will it prodoesi 
Of wit at the bar, what is remaned ; but about what should a jcwi^ 
pleader be cautious; and why t Why must an advocate plead his caasi 
withwannth; but about whftt most he be cantiMis; sndfiirwlMil VMsoat 
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hk cause with a proper degree of warmth. He must be 
caatious, however, not to sacrifke his earnestness and sen- 
89>ility9 hj an equal degree of ardor on every subject. There 
is a dignity of character which it is higmy important for 
erery one of this profession to support. An opinion of pro- 
bity and honor in me pleader, is his most powerful tnstrumenl 
of persuasion. He should always, therefore, decline em- 
barking in causes which are odious and manifestly unjust ; 
and, when he supports a doubtful cause, he should lay tha 
chief stress upon tae arguments which appear to his judg- 
ment the most forcible ; reserving his zeal and 'indignatioa 
Ibr cases where injustice and iniquity are notorious. 



What m a pleader*! moit poirarftd ioatrannit of penoMiaB : Vhat 
ahould he, therefore, thmym aecline: and when be supports a doubtful 
s, what ooune showrid he punuel 
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LECTURE XXVII. 

ELOaUENCE OF THE PULPIT. 

Hatiit e already treated of the eloqaence of popokiT am* 
•embiieSf and of the eloquence of the bar, we shall next con* 
aider the strain and spirit of that eloquence which is suked 
10 the pulpit. 

This field of public speaking has evidently severid adran- 
tages peculiar to itself. The dignity and importance of its 
subjects must be allowed to be superior to any other. They 
are subh as ought to interest erery one, and can be brought 
home to every man's heart ; and such as admit, at the same 
time, both the highest embellishment in description, and the 

Seatest warmth and vehemence of expression. In treating 
s subject, the preacher has also peculiar advantages. He 
Seaks not to one or a few judges, but to a large assembly, 
e is secure from all interruption. He chooses his subject 
at leisure ; and has all the assistance that the most accurate 
premeditation can give him. 

But, together with these advantages, there are also pecu- 
liar difficulties that attend the eloquence of the pulpit. The 
preacher, it is true, has no contention with an adversary ; 
but debate awakens genius, and excites attention. The pul- 
pit orator is, perhaps, in too quiet possession of his field. 
His subjects, tnough noble and important, are trite and com- 
mon. They have, for ages, employed so many speakers, 
and so many pens ; the public ear is so much accustomed to 
them, that it requires more than an ordinary power of genius 
to fix attention. Nothing is more difficult than to bestow on 
what is common, the grace of novelty. No sort of compo- 
sition whatever, is such a trial of skill, as where the merit 
of it lies wholly in the execution ; not in giving any infor- 
mation that is new, not in convincing men of what they did 
not believe ; but in dressing truths which they knew, and of 

Thedoqaenee suited to what, shall we now consider 7 What peculiar 
advantages has this field of public speaking 1 In treating his subject, 
also, wlud advantages has the preacher 1 But together wiu these advan- 
tages, what difficukies attend the eloquence of Uke pulpit 1 What is a 
verr difficult task ; and what sort of composition is the greatest trial of 
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which they were before convinced, in such colors at may 
most forcibly effect their imagination and heart. It mmst 
be remembered, too, that the subject of the preacher ffene- 
rally confines him to abstract qualities, to virtues and vices ; 
whereas that of other popular speakers leads them to treat 
of persons ; which is a subject generally more interesting to 
the hearers, and which occupies more powerfully the ima« 
flination. It is the business of the preacher to make you 
detest the crime only ; the pleader makes you detest the 
criminal. He describes a living person; and with more 
facility rouses your indignation. Hence it comes, to pass, 
that though we have a great number of moderately good 
preachers, we have very few that are singularly eminent* 
We are still far from perfection in the art of preaching ; and 
perhaps there are few things in which it is more difficult to 
excel. The object, however, is noble, and worthy, upon 
many accounts, of being pursued with attention, ardor, and 
perseverance. 

It may, perhaps, occur to some, that preaching is no pro* 
per subject of eloquence. This, it may be said^ belongs 
only to human studies and inventions-; but the truths of 
religion will prove the more successful, in proportion to the 
greater simplicity, and the less mixture of art with which 
they are set forth. This objection would have weight, if 
eloquence were an ostentatious and deceitful art — the study 
of words and of plausibiKty, only calculated to please the 
ear. But this is, by no means, the true idea of eloquence. 
True eloquence is the art of placing truth in the most ad* 
vantageous light for conviction and persuasion. This is 
what every good man who preaches the gospel not only 
may, but ought to have at heart ; for it is most intimately 
connected with the success of his ministry. 

An essential requisite for excelling in preaching, is a fixed 
and habitual view of its end and object. This, undoubtedly, 
is to persuade men to become good. Every sermon should, 
consequently, be a persuasive oration. It is not to discuss 

What, alsQ^ must be Kmembered 1 What is, respectively, the borinen 
of the preacher, and of the pleader; what does the latter describe; and 
hence what comes to pass 1 What remarks follow 1 What may, perhi^ia, 
oecor to some ; and of this what may be said 1 Under what drcunutances 
would this objection have weight 1 But what is true eloquence ; and why 
should every preacher have this at heart 1 What is an essential requisite 
IbrexoeUing in preaching; and what is this? What, consequently, ahoald 
every aennon be : and how is this illustrated 1 
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some abstruse point, that the preacher ascends the pulpit : 
it is not to illustrate some metaphysical truth, or to inform 
his hearers of something which they never heard before ; 
but it is to make them better ; it is to give them, at the same 
time, clear views and persuasive impressions of religious 
truth. That abstract and philosophical manner of preach- 
ing, therefore, however much it may sometimes have been 
admired, is formed upon a very faulty idea, and deviates, 
essentially, from the just plan of pulpit eloquence. 

If the idea thus given of a sermon, be correct, it naturally 
follows that the preacher himself, in order to be successful, 
must be a good man. It is not sufficient that he specu- 
latively believe the truth and importance of those principles 
which he inculcates upon others ; but he must have also a 
lively and serious feeling of them. This will always give 
an earnestness and strength, a fervor of piety to his exhor- 
tations, superior, in its effects, to all the arts of studied 
eloquence ; and indeed, without it, the mere declaimer will 
seldom be concealed. A spirit of true piety is the most 
effectual guard against those errors which preachers are apt 
to commit. It makes their discourses solid, cogent, and use- 
ful ; and prevents those frivolous and ostentatious harangues, 
which have no other aim than merely to make a parade of 
Speech, or to amuse an audience. 

The principal characteristics of the eloquence suited to the 
pulpit, as distinguished from othbr kinds of public speak- 
ing, appear to be, gravity and warmth. The serious nature 
of the subjects belonging to the pulpit, requires gravity ; 
their importance to mankind, requires warmth. It is, how- 
evjer, far from being either easy or common to unite these 
characters of eloquence. The grave, when it predominates, 
becomes a dull, uniform solemnity. The warm, when it 
wants gravity, borders on the theatrical and light. The 
union of the two must be studied by all preachers, as of the 
utmost consequence, both in the composition of their dis- 



Of an abstract and philosophical manner of preaching, therefore, what 
is remarked 1 If the idea thus given of a sermon, be correct, what nata- 
rally follows 1 What is not sufficient ; what must he have; and of this, 
what will always be the effect 1 What is the most effectual ffuard against 
those errors which preachers are apt to commit ; and why 1 What are the 
principal characteristics of the eloquence suited to the pulpit ; and why % 
Why is it not easy to unite those characters of eloquence 'i In what must 
the union of the two be studied as of the utmost consequence ; and when 
united, what dp they form 1 
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courses, and in their manner of delivery. When united, 
they form that character of preaching which the French call 
onction — ^that affecting, penetrating, and interesting manner, 
flowing from a strong sense in the preacher, of the import- 
ance of those truths which he delivers, and an earnest de- 
sire that they may make full impression on the hearts of 
his hearers* 

We now proceed to those rules and observations which 
respect a sermon as a particular species of composition. 

The first which we shall mention- is, to attend to its unity. 
By this we mean, that there should be some one main point 
to which the whole tenor of the sermon shall refer. It must 
not be a pile of different subjects heaped upon each other, 
but one subject must predominate through the whole. This 
unity, however, does not require that there should be no 
divisions or separate heads in the discourse, or that one 
single thought only should be exhibited in different lights. 
It is not confined by such narrow limits ; it admits of some 
Tariety ; it requires that union and connection be so fer pre- 
served only, as to make the whole concur in some one im- 
pression on the mind. Thus, for instance, a preacher may 
employ several diflferent arguments to enforce the love of 
God ; he may also enquire into the causes of the decay of 
this virtue ; still one great object is presented to the mind : 
but if, because his text says, ' He that loveth God, must love . 
his brother also,' he should therefore mingle, in the same 
discourse, arguments for the love of God, and for the love of 
our neighbor, he would greatly ofi!end against unity, and 
leave a very confused impression on the minds of his hearers. 

In the second place, sermons are always the more striking, 
and generally the more useful, in proportion as the subject 
of them is precise and particular. This follows, in a great 
measure, from what has just been illustrated. Though a 
general subject is capable of being conducted with a con- 
siderable degree of unity, yet that unity can never be so 
complete as in a particular one. General subjects, indeed, 
such as the excellency of the pleasures of religion, are often 

To what do we now proceed ; and what is the first 1 By this what do 
we meaa ; but what does not this require 1 How far, only, does it require 
that union be preserved; and how is this remark illustrated'? But by 
what course would he greatly ofiend against unity; and what would be its 
efiecf? In the secona place, what sermons are the most useful? FVom 
what does this follow ; and why ? By whom are general subjects oftw 
chosen ; why ; and what is observed of them ? 
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chosen by joung preachers as the most showy, and the 
easiest to be handled ; and, doubtless, general views of re- 
ligion are not to be neglected, as, on several occasions, they 
have great propriety. But these subjects are not the most 
fcvorable for producing the high effects of preaching. Atten- 
tion is much more readily commanded, by taking some par- 
ticular view of a great subject, and directing to that point the 
whole force of argument and eloquence. To recommend 
some one virtue, or to inveigh against a particular vice* 
affords a subject not deficient in unity or precision ; but if 
that virtue or vice be considered as assuming a particular 
aspect, as it appears in certain characters, or affects certain 
situations in life, the subject becomes still more interesting. 
The execution is, certainly more difficult, but the merit and 
the effect are higher. 

In the third place, a preacher should be cautious not ta 
exhaust his subject ; for nothing is more opposite to per- 
soasion than an unnecessary fulness. He should select the 
most useful, striking, and persuasive topics, which the text 
mkggeatSj and rest the discourse upon these. There are 
always some things which he may suppose to be known^ 
and others which he need only slightly touch. If he seeks 
to omit nothing which is suggested by his subject, he will 
miavoidably encumber it, and weaken its force. 

In the fourth place, the preacher should study, above all 
things, to raider his instructions interesting to bis hearers. 
This is the great trial of true genius for the eloquence of the 
pulpit ; for nothing is so fatal to success in preaohing, as a 
dry manner. The fi^reat secret lies in preaching in such a 
manner as to bring home all that is spoken to the hearts of 
those who hear, so as to make every man think that the 
preacher is addressing him in particular. He should, con- 
sequently, avoid all intricate reasonings ; avoid expressing 
himself in general speculative propositions ; or laying down 
practical truths in an abstract, metaphysical manner. Aa 

But why are not these subjects the most favorable for producing the high 
•llbcts of preaching 1 What affords a subject not deficient in unity ; but 
when does the subject become still more interesting 1 What lemaik fiii- 
lomn 1 In the thira place, of what should a preacher oe cautious ; and why 1 
What course should he pursue ; why ; ana what remarks follow 1 In tlie 
fimith place, what above all things should the praachor study ; and of this, 
what is remarked 1 In what hes the great secret ; and what should hs. 
ososequeatly, avoid 1 How ought a discourse, as fax as possible^ be canned 
«b; and not in what strain 1 
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much as possible, a discourse ought to be carried on in a 
strain of direct address to the audience ; not in the strain of 
one writing an essay, but of one speaking to a multitade, 
and studying to connect what is called application, or what 
has an immediate reference to practice, with the doctrinal 
and didactic parts of the sermon. 

It is a great advantage to keep always in view, the differ- 
ent ages, characters, and conditions of men, and to accom- 
modate directions and exhortations to each of these different 
classes. Whenever you bring forth what a man feels to 
touch his own character, or to suit his own circumstances, 
you are sure of his attention. No study, therefore, is more 
necessary for a preacher, than the study of human life, and 
of the human heart. To be able to unfold the heart, and to 
discover a man to himself, in a light in which he never saw 
his own character before, produces a wonderful effect. As 
long as a preacher hovers in a cloud of general observations, 
and descends not to trace the particular lines and features of 
manners, the audience are apt to think themselves uncon- 
cerned in the description. It is the striking accuracy of the 
moral characters that gives the chief power and effect to 
a preacher's discourse. Hence, examples founded on histo- 
rical facts, and drawn from real life, of which kind the 
scriptures afford many, always, when they are well chosen* 
command high attention. Those sermons, therefore, though 
the most difficult in composition, are not only the most beau- 
tiful, but also the most useful; which are founded on the 
illustration of some character, or remarkable piece of history, 
in the sacred writings ; by the pursuit of which, we may 
trace, and lay open^ some of the most secret windings of 
the human heart. Other topics of preaching have become 
trite and common ; but this is an extensive field, has 
hitherto been little explored, and possesses all the advan- 
tages of being curious, new, and in the highest degree 
useful. Bishop Butler's sermon on the Character of Ba^ 
laanif is a good example of this kind of preaching. 

In the fifth and last place, the model of preaching should 

What u always of great advantage ; and why 1 What stody is, ihare- 
Ibre, of great importance to the preacher ; and what produoee a wonderfnl 
efiect % When are an audience apt to think themaefveB nnoonoemed in a 
deacription 1 What is it that gives the chief power and efiect to a pieach-s 
er's discourse ; and hence what command hifh attention ? What sermons. 
Aerefore, are both the most useful and the most, beautiful ; and why'1 
What sermon is a good example of this kind of preaching? Whatti, in 
the fifth and last place, remarked : and of these, what is obeervedl 

19* 



5828 ELOaUENCE OP [Lect. 27. 

never be tajcen from any particular fiishion that may chance 
to prevail. These are torrents whicK swell to-day, and' will 
have spent themselves by to-morrow. Sometimes poetical 
preaching is fashionable, and sometimes philosophical : at 
one time it must be all pathetic ; at another all argumen- 
tative, according as some celebrated preacher has set the 
example. Each of these modes, in the extreme, is very 
&ultY; and he who conforms himself to any one of them, 
will both confine his genius, and corrupt it. It is the uni- 
versal taste of mankind which is subject to no such changing 
modes, that alone is entitled to any authority ; and this will 
never give its sanction to any strain of preaching, but what 
is founded on human nature, connected with usefulness, 
adapted to the proper idea of a sermon, as a serious, per- 
suasive oration, delivered to a multitude, in order to make 
them better men. Truth and good sense are firm, and will 
establish themselves ; mode and humor are feeble and fluc- 
tuating. No example, however admired, should be impli- 
citlv followed. From various examples, the preacher may 
collect materials for improvement; but the servility of 
imitation will extinguish his genius, or expose its poverty to 
his hearers. 

The style which the pulpit requires must be very per- 

Sicuous. As discourses spoken there, are calculated for 
e instruction of all sorts of hearers, plainness and sim- 
plicity should reign in them. All unusual words should be 
avoided ; especially all words that are merely poetical, or 
merely philosophical. Toung preachers are apt to be 
caught with the glare of these ; and in young composers the 
error may be excusable : but they may be assured that it is 
an error, and proceeds from their not having yet acquired a 
eorrect taste. The language of sacred scripture, properly 
Mnployed, is a great ornament to sermons. It may be 
introduced, either in the way of quotation, or allusion. 
Direct quotations, brought from scripture, in order to sup- 
port what the preacher inculcates, both give authority to his 

What lUustrations fottow ; and wlkat is said of each of these modea 1 
What is aubjeet to no such changiiur modes ; and what is lemarked of it 1 
Whal is respectively observed of truth and good sense, and of mode and 
humor; and what riemarks follow 1 In the style of sermons, whv should 
pUianesB and simplicity reign ; and what should be avoided 1 Of yomif 
pmohen in this respect, what is remarked ; but of what may tbe^ be 
assuTcd 1 What is a great ornament to acfmons; and bow may it be 
introduced 1 How is this illustrated 1 
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doctrine, and render his discourse more solemn and im- 
pressive. Allusions to remarkable passages, or expressions 
of scripture, when introduced with propriety, have generally 
a pleasing effect. They afford the preacher a fund of meta- 
phorical expression whjch no other composition enjoys, and 
by means of which he can vary and enliven his style. 

Whether it be most proper to write sermons fully, and 
commit them accurately to memory, or to study only the 
matter and thoughts, and trust the expression to the delivery, 
perhaps no general rule can be given. Preachers, in the 
choice of either of these methods, must follow their different 
genius. The expressions which come warm and glowinff 
from the heart, during the fervor of pronunciation, will 
often have a superior grace and energy to those which are 
studied in the retirement of the closet. But then this fluency 
and power of expression, cannot, at all times, be depended 
upon ; it is, therefore, proper to begin, at least, the practice 
of preaching, with writing as accurately as possible. This 
is, at the commencement, absolutely necessary, in order to 
acquire the power and habit of both speaking and thinking 
correctly upon religious subjects. After habits of correct- 
ness shall have been thoroughly formed, the preacher may 
venture to relax, in a degree, his attention to tliis subject. 

About what can no general rule be giyen ; and what must preachen, in 
the choice of either method, follow 1 What advantage attends studying 
the matter and thoughts only 1 But as the fluency cannot, at all times, be 
depended upon, how is it proper to begin ; and why 1 
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Pulpit eloquence. 

1. Its advantages. 

2. The difficulties that attend it 
A. An objection to it considered. 

3. An habitual view of its object 

essential. 

4. The character of the preacher. 

5. The characteristics of pulpit 

eloquence. 

6. Directions for composing ser- 

mons. 



A. Unity to be attended to. 

B. The subject to be particular. 

C. Not to be exhausted. 

D. The instructions to be inter- 

esting. 
a. Knowfedge of human na.- 
tuie. 

E. No particulax model to bo 

followed. 

7. The style. 

8. Reading sermons consideEedi 



LECTURE XXVIII. 

CONDUCT OF A DISCOURSE IN ALL ITS 
PARTS— INTRODUCTION— DIVISION- 
NARRATION AND EXPLICATION. 

Having already considered what is peculiar to the three 
great fields of public speaking — popular assemblies, the bar, 
and the pulpit, we shall now treat of what is common to 
them all ; and explain the conduct of a discourse, or oration, 
in general. 

The parts that compose a regular formal oration are the 
following six : first, the exordium or introduction ; secondly, 
the state, and the division of the subject ; thirdly, narration 
or explication ; fourthly, the reasoning or arguments ; fifthly, 
the pathetic part ; and lastly, the conclusion. It is not 
necessary that each of these should enter into every public 
discourse, or that they should be introduced in the order 
here mentioned. There is no reason for being so formal on 
every occasion ; nay, it would often be a fault, and would 
render a discourse pedantic and stiff. There are many ex- 
cellent discourses in which some of these parts are altogether 
omitted. But as they are the natural and constituent parts 
of a regular oration, and as, in every discourse, some of 
them must occur, it is agreeable to our present purpose, to 
examine each of them distinctly. 

We begin, of course, with the introduction. This is 
evidently common to all the three kinds of public speaking. 
It is not a rhetorical figure, but is founded upon nature, and 
suggested by common sense. When one is going to counsel 
another — when he takes it upon himself to instruct, or to 
reprove, prudence will generally direct him not to do it 
abruptly, but to use some preparation — to begin with some- 
thing that may incline the person to whom he addresses 
himself, to judge favorably of what he is about to say, and 

Having considered what is peculiar to the eloquence of popular assem- 
blies, of tne bar, and of the pulpit, of what shall we now -treat 1 What 
six parts compose a regular formal oration 7 Of these what is remarked ; 
and why 1 But why should each of them be examined distinctly 1 With 
which do we begin : and of this, what is observed ? How is this iDns- 
t«ited? 
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may dispose them to such a train of thought as will forward 
and. assist the purpose which he has in view. Accordingly, 
the design of the introduction is, in the first place, to con- 
ciliate the good will of the hearers ; secondly, to excite their 
attention ; and in the third place, to render them open to 
persuasion. 

Some one of these ends should be proposed by every intro- 
duction; unless the speaker is previously secure of the good 
will, the attention, and the docility of his audience. In that 
case, a formal introduction may, without any impropriety, be 
omitted. Respect for his hearers, will then require a short 
exordium only, to prepare them for the other parts of his 
discourse. 

Having made these general remarks on the nature and 
object of an introduction, we proceed to give some rules for 
the proper composition of it. These are the more neces- 
sary, as this is a part of the discourse which requires great 
care. It is always of importance to begin well ; to make a 
fiivorable impression at first setting out ; when the minds of 
the hearers, as yet vacant and free, are most disposed to 
receive any impression easily. We must add, also, that a 
good introduction is often found to be extremely difficult. 
Few parts of a discourse g^ve more trouble to the composer^ 
or require more delicacy in the execution. 

The first rule is, that the introduction should be easy and 
natural. It should always be suggested by the subject. The 
writer should not plan it, till after he has meditated, in his 
own mind, the substance of his discourse. By taking a con« 
trary course, and composing in the first place an introduction, 
the writer will often find, that he is either led to lay hold of 
some commonplace topic, or that, instead of the introduction 
being accommodated to the discourse, he is under the ne- 
cessity of accommodating the whole discourse to the intro- 
duction which he had previously written. 

In the second place, in an mtroduction, correctness of 

AoooTdingly, what is the design of the intTodaction t Without what, 
should some one of these ends be pr<^posed by every introduction 1 ^ In that 
ease, what may be omitted ; what will respect for his hearers require ; and 
vHiv 1 Having made these general remarks, to ^ve what do we proceed ; 
and why are these the more necessary 1 What is always of importance ; 
and what must we also add ? What remark follows 1 What is the first 
nde ; and by what should it alwavs be suggested 1 Till when should the 
writer not pUn it; and what is the effect of a contrary course's In the 
second place, what should be carefully studied ; and why is this perticulariy 
requisite'} 
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expression should be carefully studied. This is particularly 
requisite on account of the situation of the hearers. . At the 
beginning they are more disposed to criticise than at any 
other period ; they are then unoccupied with the srubject or 
the arguments; their attention is wholly directed to the 
speaker's style and manner. Care, therefore, is requisite, 
to prepossess them in his favor ; though too much art must 
be cautiously avoided, as it will then be more easily detected, 
and will derogate from that persuasion which the other parts 
of the discourse are intended to produce. 

In the third place, modesty is also an indispensable charac- 
teristic of every judicious introduction. If the speaker begins 
with an air of arrogance and ostentation, the self-love and 
pride of, his hearers will be presently awakened, and will 
follow him, with a very suspicious eye, through the rest of 
his discourse. His modesty should appear, not only in his 
expressions, but in his whole manner — ^in his looks, in his 
gestures, and in the tones of his voice. Every audience is 
flattered by those marks of respect and awe which are paid 
^ them by the person who addresses them. The modesty of 
an introduction, however, should betray nothing mean or 
abject. It is always of great advantage to an orator, that, 
together with modesty and deference to his hearers, he show 
a certain sense of dignity, arising from a persuasion of the 
justice or importance of the subject on which he is to speak. 

In the fourth place, except in particular cases, the orator 
should not put forth all his strength at the beginning ; but 
should rise and grow upon his hearers as his discourse ad- 
yances. The introduction is seldom the place for vehemence 
and passion. The audience must be gradually prepared, 
before the speaker can venture on strong and impassioned 
sentiments. Yet when the subject is of such a nature, that 
the very mention of it naturally awakens some passionate 
emotion ; or when the unexpected presence of some person 
or object in a popular assembly, inflames the speaker; either 
of these will justify an abrupt and vehement exordium. 

What is their situation at the beginning ; and why is care their requi- 
otel What must, at the same time, be cautiously avoided; and why? 
What, in the third place, is indispensable ; and why is it the case ? ui 
what should his modesty appear ; and by what is every audience flattered 1 
What, however, should not the modesty of an introduction betray ; and 
what is always of great advantage to an orator 1 What is, in the fonrdi^ 
place, remarked ; and why 7 The audience must be gradually pfepared' 
before the speaker can enter upon what: yet what will justify an abropt 
and vehement exordium ? 
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ThuSy the appearance of Catiline in the Roman senate, ren- 
ders the violent opening of Cicero's first oration against him, 
very natural and proper. ' Quousque tandem, Catilina, 
abutere patientia nostra?' And Bishop Atterbury, in 
preaching from this text, * Blessed is he whosoever shall not 
be offended in me,' ventures on this bold exordium : ' And 
can any man then be offended in thee, blessed Jesus T 
Which address to our Savior he continues for some time, 
till he enters on the division of his subject. But these 
introductions should be attempted by very few, as they pro- 
mise so much^ vehemence and ardor through the rest of the 
discourse, that it is extremely difficult to satisfy the expecta- 
tion of the hearers. 

In the Mh place, the introduction should not anticipate 
any material part of the subject. When the topics or argu- 
ments, which are afterwards to be enlarged upon, are 
hinted at, and, in part, exhibited in the introduction, they 
lose, upon their second appearance, the grace of novelty. 
The impression intended to be made by any principal idea, 
is always made with the greatest advantage, when it is made 
entire, and in its proper place. 

In the last place, the introduction ought to be proportioned, 
both in length and in kind, to the discourse that is to follow : 
in length, as nothing can be more absurd than to erect a very 
great portico before a small building ; and in kind, as it is no 
less absurd to overcharge, with superb ornaments, the portico 
of a plain dwelling-house, or to make the entrance to a 
monument as gay as that to an arbor. Common sense di- 
rects that every part of a discourse should be suited to the 
strain and spirit of the whole. 

Afler the introduction, what generally comes next in 
order, is the proposition or annunciation of the subject ; con- 
cerning which we shall only observe, that it should be as 
clear and distinct as possible, and expressed without affecta- 
tion, in the most concise and simple manner. To this 
generally succeeds the division of the discourse ; on which 

What examples of iUustration follow; and what is remarked of themt 
But why should these introductibns be attempted by very few ] What, in 
the fitlh place, b remarked ; and why 1 When is the impression int^ded 
to be made by any principal idea, always made with the greater advan- 
tage 1 In the last place, to what should the introduction be j^oportbned ; 
and for what reason 1 What does conmion sense direct ? What generally 
comes next to the introduction ; and concerning it, what only is observed 1 
To this what generally succeeds ; but of it, what is not to tie understood 1 
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it is necessary to make some remarks. It is not to be under- 
stood that in every discourse, a formal division or distribution 
of Its parts is required. There are many occasions of pub- 
lic speaking when this is neither requisite nor would be 
proper ; when the discourse, perhaps, is to be short, .or only 
one point is to be treated of; or when the speaker does not 
choose to warn his hearers of the method he is to follow, or 
of the conclusion to which he seeks to bring them. Order 
of one kind or other, is, indeed, essential to every ffood dis- 
course — that is, every thing should be so arranged, as that 
what goes before may give light and force to what follows. 
But this may be accomplished by means of a concerted me- 
thod. What we call division is, when the method is pro- 
pounded in form to the hearers ; and in the manag^ement bf 
It, the following rules should be carefully observed. 

First, the several parts into which the subject is divided 
should be really distinct from each other — rtnat is, that no 
one include another. It were a very absurd division, for 
instance, if a speaker should attempt to treat, first, of the 
advantages of virtue, and next, of those of justice or tem- 
perance ; because, the first head evidently comprehends the 
second, as a genus does the species. Such a method of pro- 
ceeding will, therefore, involve the subject in indistinctness 
and disorder. 

Secondly, we must be careful always to follow the order 
of nature ; beginning with the most simple points, such as 
are most easily understood, and necessary to be first dis- 
cussed ; and proceeding thence to those which are built upon 
the former, and which suppose them to be known. The 
subject, in fact, must be divided into those parts into which 
it is most easily and naturally resolved. 

Thirdly, the members of a division ought to exhaust the 
subject, otherwise the division is incomplete ; the subject 
exhibited by pieces and corners only, without any plan being 
ofiTered by which the whole may be displayed. 



On what occasions, is this neither requisite nor proper 1 What is, in- 
deed, essential to every ^ood discourse ; and what is meant by it 1 But 
how may this be aocomphshed ; and what remark (bUows 1 In the man- 
agenfent of this, what is the first rule to be observed ? What would be 
a very absurd division ; and why ? What will be the effect of such a 
method of proceeding 1 In the second place, what order must we follow ; 
and how is this illustrated 1 The subject must, in fact, be divided into 
what parts 1 In the third place, why should the memben of the diviskm 
exhaust the subject 1 
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Fourthly, the tenns in which our pertitions are expreesed, 
should be as concise as possible. A division will always ap- 
pear to the most advantage, when the several heads are ex- 
pressed in the clearest, most forcible, and at the same time, the 
fewest words possible. This never fails to make an agree- 
able impression on the hearers ; and contributes, also, to 
make the divisions more easily remembered. 

Fifthly, an unnecessary multiplication of heads should be 
cautiously avoided. To divide a subject into a great many 
minute parts, by endless divisions and subdivisions, has 
always a bad effect in speaking. In a logical treatise this 
may not be improper ; but it renders an oration hard and 
dry, and unnecessarily fatigues the memory. A sermon may 
admit from three to five or six heads, including subdi- 
visions ; seldom are more allowable. 

The next constituent part of a discourse, which we men- 
tioned, was narration or explication. These two are joined 
together, both because they fall nearly under the same rules, 
and because they generally answer the same purpose; 
serving to illustrate the cause, or the subject of which the 
orator treats, before he proceeds to argue either on the one 
side or the other ; or to make any attempt for interesting the 
passions of the hearers. 

In pleadings at the bar, narration is often a very impor- 
tant part of the discourse, and requires to be particularly 
attended to. Besides its being in any case, no easy matter 
to relate with grace and propriety ; there is in narration at 
the bar, a j)eculiar difficulty. The pleader must say nothing 
but what IS true ; and, at the same time, he must avoid say- 
ing any thing that will injure his cause. The facts which 
he relates, are to be the ground-work of all his future 
reasoning. To recount them so as to keep strictly within 
the bounds of truth, and yet to present them under the colors 
most favorable to his cause, demands no small exertion of 
skill and dexterity. 



What IB, in the fourth place, observed ; and when will a division alwm 
mppear to the most advantage 1 Of this^ what is remarked 1 In the fifth 
ptaiee, what should be avoided ; and what has always a bad efiect in speak- 
W 1 Where may this not be improper; but what' is its effect on oration 1 
Of how many divisions may a sermon admit 1 What is the next eon- 
fltituent part of a discourse; and why are these two joined together! 
Why does narration, in pleadings at the bar, require to be particularly^ 
Attended to ; and what are the pleader's difficulties 1 What domands no 
aoaaB exertion of skill and dazturity 1 

90 
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To be clear and distinct, to be probable, and to be conciset 
are the qoalities which writers cniefiy consider as essential 
to narration. Distinctness is requisite to the whole of the 
discourse, but belongs especially to narration, which ought 
to throw a light on all that follows. At the bar, a &ct, or a 
single circumstance left in obscurity, or misunderstood by 
the judge, may destroy the effect of all the argument and 
reasoning which the pleader employs. If his narration 
be improbable, it will be disrejpfarded ; if it is tedious and 
diffuse, it will fiitigue, and be forgotten. To render yaria-^ 
tion distinct, a particular attention is requisite in ascertaining, 
clearly, the names, the dates, the places, and eyery other 
iinportant circumstance of the facts recounted. In order to 
be probable in narration, it is necessary to exhibit the cha* 
meters of those persons of whom we speak, and to show 
that their actions proceed from such motiyes as are natural, 
and likely to gain belief. To be as concise as the subject 
will admit, all superfluous circumstances must be rejected, 
by which the narration will be rendered both more forcible 
and more clear. 

In sermons, where there is seldom any occasion for nar- 
ration, explication of the subject to be discoursed on ocx^upiea 
the place of narration at the bar, and is to be conducted in a 
similar manner. It must be concise, clear, and distinct ; in 
a style correct and elegant, rather than abounding with orna- 
ment. To explain the doctrine of the text with propriety ; 
to ffiye a full and clear account of the nature of that virtue 
or duty which forms the subject of the discourse, is properly 
the didactic part of preaching ; on the right execution of 
which much depends for what comes afterwards in the way 
of persuasion. In order to succeed, the preacher must 
meditate profoundly on the subject, so as to place it in a clear 
and striking point of view. He must consider what light it 
may derive from other passages of scripture ; observe whe- 
ther it be a subject nearly allied to some other from which 
it ought to be distinguished; whether it can be advan- 
tageously illustrated by comparing, or opposing it to some 

— - — -- . -- - _- _ _ _ -_ — — _ 

What do writers think essential to narration ; and what remark follows 1 
How is this iilustrated 1 To render narration distinct, to what is partico- 
lar attentUm requisite 1 In order to be probable in narration, what is 
necessary ; and what remark follows 1 In sermons what occupies the 
place of narration ; and what properties must it possess 1 What if: pro- 
perly the didactic part of preacning ; and what is said oC it ? In order to 
succeed, what must the preacher do ; and what remark follows ? 
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other thing ; by searching into causes, or tracing effects ; 
by pointing out examples, or appealing to the hearts of the 
hearers; that thus, a. determined, precise, and circumstan- 
tial view, may be afforded of the doctrine inculcated. By 
such distinct and apt illustrations of the known truths of re- 
ligion, a preacher may both display great merit as a com- 
poser, and, what is infinitely more valuable, rendejr his 
discourses weighty, instructive, and beneficial. 
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LECTURE XXIX. 

THE ARGUMENTATIVE PART OF A DIS- 
COURSE—THE PATHETIC PART— 
THE PERORATION. 

SiNCK the great end for which men speak on any serious 
occasion, is to convince their hearers that something is either 
true, or right, or good; and consequently to influence their 
practice ; reason and argument must constitute the founda* 
tion of all manly and persuasive eloquence. 

With respect to arguments, three things are requisite: 
first, the invention of them ; secondly, their proper dispo- 
sition and arrangement ; and thirdly, the expressing of them 
in such a style and manner, as to give them their full force. 

The first of these, invention, is, doubtless, the most material, 
and the groundwork of the rest. But with respect to this, 
art can afford but small assistance. It can aid a speaker, 
however, in arranging and expressing those arguments 
which his knowledge of the subject has discovered. The 
ancient rhetoricians attempted to go much farther than this. 
They formed rhetoric into a more complete system ; and 
professed not only to assist public speakers in setting off 
their arguments to most advantage, but to supply the defect 
of their invention, and to teach them where to find arguments 
on every subject and cause. Hence their doctrine of topics, 
or * Loci Communes' and ' Sedes argumentorum,' which 
makes so great a figure in the writings of Aristotle, Cicero, 
and Q,uiDtilian. These topics, or loci, were no other thaa 
general ideas applicable to a great many difierent subjects^ 
which the orator was directed to consult, in order to find out 
materials for his speech. As in demonstrative orations, for 
instance, the heads from which any one could be decried or 
praised ; his birth, his country, his education, his kindred, 
the qualities of his body, the qualities of his mind, the for- 

Why must leaBon and ai^inent constitute the fbundatkin of tSk do- 
qoence 1 With respect to arguments, what three itangB are requisite 1 
Of the first of these, what is remarked; and what only can art here do) 
On this subje^ what did the ancient rhetoridans do ; and hence what 
doctrinesi What were these tofocs ; and of this lemark, what tUufltnUioii 
IbUowsl 



Lbct. ».] ARGUMENTATIVE PART. 2S3 

tune he enjoyed, the station he had filled, dec. ; and in 
deliberative orations, the topics that might be used in recom- 
mending any public measure, or dissuading from it ; such as 
honesty, justice, fiicility, profit, pleasure, glory, assistance 
horn friends, mortification to enemies, and the like. But 
such discourse can be no other than trivial. What is truly 
solid and persuasive, must be drawn from a thorough know- 
ledge of the subject, and profound meditation on it. They 
who would direct students of oratory to any other sources of 
argumentation, only delude them; and by attempting to 
render rhetoric too perfect an art, they render it, in &ct, a 
trifling and childish study. 

We proceed, now, to point out the assistance that can be 
given, not with respect to the invention, but with respect to 
the disposition and conduct of arguments. 

Two different methods may be used by orators, in the con- 
duct of their reasoning ; the terms f^r - which are, the 
analytic, and the synthetic method. The analytic is, when 
the orator conceals his intention concerning the point he is 
to prove, till he has gradually brought his hearers to the 
designed conclusion. As, for instance, when one intended 
to prove tbe being of a God, sets out with observing that 
every thing which he sees in the world has had a beginning ; 
that whatever has had a beginning, must have a prior cause; 
that in human productions, art shown in the effect, necessa- 
rily infers design in the cause : and proceeds leading you on 
mm one cause to another, till you arrive at one supreme 
first cause, from whom is derived all the order and design 
▼inble in his works. This is much the same as the Socratic 
method, by which that philosopher silenced the sophists of 
his age. It is a very artful method of reasoning ; may be 
earned on with much beauty, and is proper to be used when 
the hearers are strongly prejudiced agamst any truth, and 
must be led to conviction, by imperceptible steps. 

But there are few subjects that will admit of this method, 
and not many occasions on which it is proper to employ it. 



Of SQch discoune what is remarked ; and from whence muiA ^hat k 
truly lolid be drawn 1 Of those who direct students of oratory to ai|y 
other sources of argumentation, what is observed % To what do we now 
proceed 1 What two methods may be used by orators in the conduct of 
their reaaontn|s 1 Of the analytic, what is remarked ; and what instance 
«f iiittstntion is given 1 This is modi the same as what method; and 
what k said of it 1 But as there are lew subjects that will admit of tfak 
BMtliod, what mode of reaiuningja more geonaUyoied; andwfaalkill 
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The mode of reasoning more generally used, and beat sailed 
to the train of popular speaking, is what is called the sjtd- 
thetic ; when the point to be iHroved is fairly laid down, 
and one argument upon another is made to bear upon it, till 
the hearers are fully conyinced. But whaterer course may 
be pursued, it is evident that much will depend on the rigm 
arrangement of the arguments used ; so that they shall not 

Cle and embarrass one another, but give mutual aid ; and 
r with the fairest and fullest direction on the point in 
view. Concerning this, the following rules may be taken : 

In the first place, avoid blending arguments together, that 
are of a separate nature. All arguments whatever, are in- 
tended to prove one or the other of these three things — that 
something is true ; that it is morally right or fit ; or that it 
is profitable and good. Truths duty, and interest, are the 
three great subjects of discussion among mankind. But the 
arruments employed upon either of them, must be generi- 
eally distinct, and he who blends them all under one topic, 
which he calls his argument, as in sermons, especially, is 
too often done, will render his reasoning indistinct and negli* 
gent. 

In the second place, with regard to the different degrees 
of strength in argument, the general rule is to advance in 
the way of climax, from the weakest to the most forcible. 
This method is to be recommended when the speaker is con* 
vineed that his course is clear, and easy to be proved. But 
this rule must not be always followed. If ue be appre* 
hensive of his cause, and has but one material argument on 
which to lay the stress, putting less confidence in the rest, in 
this case it is often proper to place his most forcible argu* 
ment in the front ; to prejudice his hearers as early as 
possible in his fiivor, and dispose them to pay attention to 
the weaker reasoning which he may afterwards introduce* 
When, amidst a variety of arguments, there are one or two 
more feeble than the rest, though proper to be used, Cicero 

Bat whatever ooune may be poTBoed, on what will much depend ; and 
why 1 Conoerning thb, what is the firat rule given 1 To prove what an 
all aignments whatever, intended ; and what are the three great auljects 
of diacuasbn among mankind 1 But as the arguments employed upon 
either of them must be generically distinct, what follows 1 ui the secoiid 
l^aoe, with regard to the diiferent degrees of strengUi in aiffument. what m 
the general niUe t When is this method recommended ; but under what 
ciicumstanoes must it not be firfkwed? When, anudst a variety of ana* 
maau, there areone or two mora feehte than the nut, what eomi dMS 
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^ulvises that they be placed in the middle, as a situation less 
eonspicuous than either the beginning or the end of the train 
of reasoning. 

In the third place, when our arguments are strong and 
-satis&ctory, the more they are distinguished, and treated 
separately from each other, the better. Each can then bear 
to be introduced alone, placed in its full light, amplified, and 
contemplated. But when they are of a doubtful or presump- 
tive kind, it is safer to crowd them together, to form them 
into a phalanx, that though individually weak, they may 
mutually support each other. 

In the fourth place, arguments should never be extended 
too fiir, or multiplied too much. This serves rather to render 
a cause suspicious, than to increase its strength. A need- 
less multiplicity of arguments, both burthen the memory, 
and detract from the weight of that conviction which a few 
well chosen arguments might produce. To expound them, 
also, beyond the bounds of reasonable illustration, is always 
enfeebling. It takes off from that 'vis et acumen,' which 
ishould be the distinguishing character of the argumentative 
part of a discourse. When a speaker endeavors to expose 
a favorite argument in every possible point of view, it 
generally happens that, fatigued with the effort, he loses the 
spirit with which he set out, and ends with feebleness what 
he began with force. 

Having attended, thus far, to the proper arrangement of 
arguments, we proceed to another essential part of a dis- 
course — the pathetic j in which, if any where, eloquence 
reigns, and exerts its power. On this head we shall offer 
the following directions, which appear worthy of being 
remembered. 

The first is, to consider carefully, whether the subject admit 
the pathetic, and render it proper ; and if it does, what part of 
the dsBcourse is most fit for attempting it. To determine these 
points^ good sense is the only criterion ; for it is evident that 
there are many subjects that admit not the pathetic at all, and 



In the thiid place, what is remarked; and whyl But when they are 
of a doubtful kind, what course is the safer; and why 1 What, in the 
foQiih place, is observed of arguments; what is its effect; and whyl 
What is, also, always enfeebling ; and from what does it take off "? What 
iHustrative remark follows 1 JHaTing attended, thus far, to the proper 
arrangement of arguments, to what do we next proceeds On this head, 
whi^ the first direction offered 1 To determine these p<nnts, what ii 
tlM only ciiteiioii : and wfayt 
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that even in those that are susceptible of it, an attempt to ex- 
cite the passions in the wronff' place, may expose the orator to 
ridicule. It may in general he observed, that if we expect 
any emotion which we raise to have a lasting effect^ -we 
must secure in our favor the understanding ana judgment* 
The hearers must be satisfied, that there are sufficient 
grounds for their engaging in the cause with zeal and ardor* 
They must be able to justify to themselves the passion whick 
they feel ; and remain satisfied that they are not carried 
away by mere delusion. Unless their minds be brought 
into this state, although they may have been heated by the 
orator's discourse, yet^ as soon as he ceases to speak, they 
will resume their ordinary tone of thought ; and the emotion 
which he has raised will die entirely away. Hence most 
writers assign the pathetic to the conclusion, as its imtural 
place, this being the impression that one would choose to 
make last, leaving the minds of the hearers warmed with 
the subject, after argument and reasoning had produced 
their full effect. 

In the second place, never set apart a head of a discourse 
in form, for raising any passion ; never give warning that 
you are about to be pathetic, and call upon your hearers, as 
IS sometimes done, to follow you in the attempt. Every pre* 
vious preparation of this kind chills their sensibility. There 
is also a material difiference between showing those to whom 
you speak, that they ought to be moved, and actually ex«^ 
citing their passions. To every emotion or passion, nature 
has adapted certain corresponding objects; and without 
setting these before the mind, it is impossible for an orator to 
excite that emotion. We are warmed with gxatitude, we 
are touched with compassion, not when a speaker shows ua 
that these are noble dispositions, and that it is our duty to 
feel them, or when he exclaims against us for our indiner* 
eace and coldness. He is, all this time, addressing our rea* 
son and conscience only. He must point to us the kindness 
and tenderness of our friends ; he must exhibit the distress suf* 
fered by the person for whom he would interest us^ then, and 



What may, in general, be observed ; and of the hearers what u le* 
narked 1 ifmea^ ueir minds be brought into this state, what will follow 1 
Hence what course do most writers pursue ; and for what reason 1 In tht 
Moond place, what must never be done; and whyl Between what ii 
theie a material diiSerence; and how is this illustrated 1 When an wt 
to. wanned with gratitude, and touched with oompasnon 1 
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not till then, our hearts begin to be touched, our gratitude or 
our compassion begins to flow. The foundation, therefore, 
of all successful execution in pathetic oratory is, to paint the 
object of that passion which we wish to raise, in the most 
natural and •striking manner ; to describe it with such cir- 
cumstances as are likely to awaken it in the minds of others. 
Every passion is most strongly excited by sensation ; as 
anger, by the feeling of an injury, or the presence of the 
injurer. Next to the influence of sense, is tnat of memory ; 
and next to memory is the influence of imagination. Of 
this power, therefore, the orator must avail himself, so as to 
strike the imagination of the hearers with circumstances 
which, in lustre and steadiness, resemble those of sensation 
and resemblance. In order to accomplish this, the only 
effectual method is to be moved ourselves. There are a 
thousand interesting circumstances suggested by real pas- 
siont which no art can imitate, and no refinement supply. 
The passions are obviously contagious. The internal 
emotion of the speaker adds a pathos to his words, his looks, 
his gestures, and his whole manner, which exerts a power 
almost irresistible over those who hear him. 

In the third place, to succeed in the pathetic, it is neces- 
sary to attend to the proper language of the passions. This, 
if we consult nature, we shall ever find is unaflected and 
simple. It may be animated with bold and strong figures, 
but it will have no ornament or finery. There is a material 
difference between painting* to the imagination and to the 
heart. The one may be done with deliberation and cool- 
ness ; the other must always be rapid and ardent. In the 
former, art and labor may be suflTered to appear ; in the 
latter, no proper effect can be produced, unless it seem to be 
the work of nature only. Hence all digressions should be 
avoided, which may interrupt or turn aside the swell of 
passion. Hence comparisons are always dangerous, and 
commonly quite improper in the midst of the pathetic. It 

What, thenfovB, ia the foundation of all goccessful execution in pathetic 
ontaty 1 How ia vwety paaaion most eaaily excited ; and how is this 
illMtnledl What influences succeed the influence of sense, in order; 
and of this power, therefore, why must the orator avail himself 1 To 
aeoompBah thia, what is the only effectual method ; and how is this re- 
mark Ulustratedl What, in the third place, is necessary to succeed in 
the pathetic; and whatshall we ever find this to be 1 With what may it 
be animated ; but what will it not have 1 Between what is there a mate- 
lial diflarence; and how is this illustrated? Hence, what should be 
avoided; what ia also to be observed; and what remark follows 1 
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is also to be observed, that emotions which are yiolent can- 
not be lasting. The pathetic, therefore, should not be pro- 
longed and extended too much. A due regard should 
alwajTS be preserved to what the audience will bear ; for he 
that attempts to carry them farther in passion, than they will 
follow him, annihilates his purpose — by endeavoring to 
warm them in the extreme, he takes the surest method of 
freezing them completely. 

Concerning the peroration or conclusion of a discourse, a 
few words will be sufficient. Sometimes the whole pathetic 
part comes in most properly at the conclusion. Sometimes, 
when the discourse nas been altogether argumentative, it is 
proper to conclude with summing up the arguments, placing 
them in one point of view, and leaving the impression of 
them full and strong on the minds of the hearers. For the 
]»incipal rule of a conclusion, and that which nature ob- 
viously suggests, is, to place that last, on which we choose 
that the strength of our cause should rest. 

In every kind of public speaking, it is important to hit the 
precise time of concluding, so as to bring the discourse just 
to a point, neither ending abruptly and unexpectedly, nor 
disappointing the expectation of the hearers, when they 
look for the discourse to be finished. The close should 
always be effected with dignity and spirit, that the minds of 
the hearers may be left warm, and that they may depart with 
a fiivorable impression of the subject and of the speaker. 

To what should a due 4|ud always be preserved ; and why ? Coo- 
ooniiig the ooncluflion of a&couise, what is observed ? Under difieieol 
dmuMtanrfu, what diiSerent courses are proper 1 What is the principal 
nde of a conclusion 1 In every kind of public speakins, what is im- 
portant 1 How should the close always be effected; and why 1 
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LECTURE XXX. 

PRONUNCIATION, OR DELIVERY. 

The great objects to which every public speaker should 
direct his attention, in forming his delivery, are, first to 
speak so as to be fully understood by all who hear him ; and 
next, to express himself with such grace and energy, as to 
please and to move his audience. 

In order to be fully and easily understood, the four chief 
requisites are, a due degree of loudness of voice, distinct* 
ness, slowness, and propriety of pronunciation. 

The first attention of every public speaker, doubtless, must 
be, to enable those to whom he speaks, to hear him. He 
must endeavor to fill with his voice, the space occupied by 
the assembly. Though this power of voice is, in a great 
qieasure, a natural talent, it may receive considerable 
assistance from art. Much depends on the proper pitch and 
management of the voice. This may be distinguished by 
three gradations — the high, the middle, and the low. The 
high is used in calling aloud to some one at a distance ; the 
low approaches to a whisper : the middle is that which is 
employed in common conversation, and which should ge- 
nerally be used in public speaking ; for it is erroneous to 
suppose, that the highest pitch of the voice is requisite to be 
well heard by a great assembly. This is confounding two 
things materially different — loudness, or strength of sound, 
with the key or note, on which we speak. The voice may 
be rendered louder without altering the key ; and the speaker 
will always be able to give most body, most persevering 
force of sound, to that pitch of voice to which, in conver- 
sation, he is accustomed. Whereas, if he begin on the 
highest pitch of his voice, he will fatigue himself, and speak 
with pain ; and whenever a man speaks with pain to him- 



To what should every public speaker direct bis attention in formmg his 
detivexy 1 To be ftdly and easUy understood, what are the four chief re- 
quisites 1 What nlust be he first attention of every public speaker; and 
what remariu follow 1 On what does much depend; how may this be 
distinguished ; and of them, respectively, what is remarked 1 What is 
this confoundinjr ; and as the voice may be rendered louder without altering 
the key, what follows 1 Whereas, if he begin on the hiffhest pitch, what 
will fijlow ; and of the voice, therefore, what is farther observed 1 
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self, he is always heard with pain by his audience. To the 
voice, therefore, may be given full strength and swell of 
sound; but it should always be pitched on the ordinary 
speaking key ; a greater quantity of voice should never be 
uttered than can be afforded without pain, and without any 
extraordinary effort. To be well heard, it is useful for a 
speaker to fix his eye on some of the most distant persons ia 
the assembly, and to consider himself as speaking to them. 
We naturally and mechanically express our words with such 
a degree of strength, as to be heard by one to whom we 
address ourselves, provided he be situated within the reach 
of our voice. This will be the case in public speaking, as 
well as in common conversation. But it must be remem- 
bered, thajt speaking too loud is peculiarly offensive. The 
ear is wounded when the voice comes upon it in rumbling 
indistinct masses ; besides, it appears as if assent were de* 
manded by mere vehemence and force of sound. 

In the next place, to being well heard and clearly under- 
stood, distinctness of articulation is more conducive, per- 
haps, than mere loudness of sound. The quantity of sound 
requisite to fill even a large space, is less than is generally 
supposed ; and with distinct articulation, a man of a weak 
voice will make it extend farther than the strongest voice caa 
reach without it. This, therefore, demands peculiar atten- 
tion. The speaker must give every sound which he utters 
its due proportion, and make every syllable, and every 
letter, be heard distinctly. To succeed in this, a rapidity of 
pronunciation must be avoided. A lifeless, drawling me- 
thod, is, however, by no means to be adopted. To pronounce 
with a proper degree of slowness, and with full and clear 
articulation, cannot be too industriously studied, or too ear- 
nestly recommended. Such a pronunciation gives weight 
and dignity to language. It assists the voice, by the pauses 
and rests which it permits it more easily to make ; and 
enables the speaker to swell all the sounds, both with more 
energy and more music. He may, by this means, preserve 
a due command over himself, and avoid that flutter of spirits 



To be well heard, what is useful ; and why ? But what must he m- 

membered; and why is this the case ? In the next place, what is observed; 

ttid what remark follows 1 As this demands peculiar attention, what 

must the speaker do ; and on this subject, what is &rther lemarked 1 What 

oaiuiot be too earnestly studied ; and why 1 By this means, what may bt 
doi ' -^ f J 
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produced by a rapid and hurried manner, which is destruc- 
tive of all finished oratory. 

In the third place, a public speaker must study propriety 
of pronunciation ; or the giving to every word which he 
utters, tjiat sound which the most polite usage of the lan- 
guage appropriates to it, in opposition to a broad or vulgar 
pronunciation. On this subject, however, written instructions 
will avail nothing. But there is one observation which it 
may be useful to make : in our language, every word of 
more syllables than one, has one accented syllable. The 
genius of the language requires the voice to mark that syl- 
lable by a stronger percussion, and to pass more slightly 
over the rest. The same accent should be given to every 
word in public speaking as in common discourse. In this 
respect many persons are apt to err. When they speak in 
public, and with solemnity, they pronounce differently from 
what they do at other times. They dwell upon syllables, 
and protract them ; they multiply accents on the same word, 
from a false idea, that it adds gravity and strength to their 
discourse, and- increases the pomp of public declamation* 
But this is one of the greatest faults that can be committed in 
pronunciation ; it constitutes what is called a theatrical or 
mouthing manner, and gives an artificial, affected air to 
speech, which detracts, in a great degree, from its agree- 
ableness, and its impression. 

We shall now mention those higher parts of delivery, by 
studying which, a speaker endeavors, not merely to render 
himself intelligible, but to give grace and force to what he 
utters. These may be comprehended under four heads ; 
emphases, pauses, tones, and gestures. 

By emphasis is meant, a fuller and stronger sound of 
voice, by which we distinguish the accented syllable of some 
word on which we intend to lay a particular, stress, and to 
show how it affects the rest of the sentence. To acquire the 
proper management of the emphasis, the principal, and 
indeed, the only rule which can be given is, that the speaker 
study to acquire a just conception of the force and spirit of 



In the third place, what must a public speaker study ? Though, on this 
subject, written instructions will be unavailing, yet what observation may 
be useful ? In this respect, how do many persons err ; but of this fault, 
what is remarked ? What shall we now mention ; and what is the efiect 
of studying tliem 1 By emphasis what is meant ; and to acquire the pro- 
per management of it, what is the only rule that can be given 1 

21 
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those sentiments which he intends to deliver. In all pre- 
pared discourses, it would be extremely useful, if they were 
read over or repeated in private, with a view of searching 
for the proper emphasis, before they were pronounced in pub- 
lic; marking*, at the same time, the emphatical words in 
every sentence, or at least in the most important parts of 
the discourse, and fixing them well in the memory. A cau- 
tion, however, must, at the same time, be given against mul- 
tiplying the emphatical words too much. They only become 
striking when used with a prudent reserve. If they recur 
too frequently — ^if a speaker endeavors to render every thing 
that he says of high importance, by a multitude of strong 
emphases — ^they will soon fail to excite the attention of his 
hearers. 

Next to emphases, the pauses in speaking demand atten- 
tion. They are of two kinds : first, emphatical pauses ; 
and secondly, such as mark the distinctions of sense. An 
emphatical pause is made, after something has been said of 
peculiar moment, and on which we wish to fix the hearers 
attention. Sometimes a matter of importance is preceded by 
a pause of this nature. Such pauses have the same efifect 
as strong emphases, and are subject to the same rules ; par- 
ticularly to the caution just now given, of* not repeating 
them too frequently. For since they excite particular at- 
tention, and consequently raise expectation, if this be not 
fully observed, they will occasion disappointment and dis- 
gust. 

But the most common, and the principal use of pauses, is 
to mark the divisions of the sense, and, at the same time, to 
permit the speaker to draw his breath ; and the just and 
graceful management of such pauses, is one of the most 
delicate and difficult articles in delivery. A proper com- 
mand of the breath is peculiarly requisite to be acquired. 
To obtain this, every speaker should be very careful to pro- 
vide a full supply of breath for what he is to utter. It is a 



In all prepared discourses, what would be a very useful practice ; but 
what caution must, at the same time, be given 1 When only do they be- 
come striking; and if they recur too frequently, what will be their effect 1 
What next demand attention ; and of what two kinds are they 1 When 
is an emphatical pause made ; what effect have such pauses ; and what 
follows 1 But what is the most common and principal use of pauses ; and 
of the graceful management of them, what is remarked? What is here 
requisite ; and to obt£un this, what is necessary 1 To suppose what is a 
great mistake j and when may it easily be gathered 1 
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great mistake to suppose, that the breath must be drawn only 
at the end of a period, when the voice is about to fail. It 
may easily be gathered at the intervals of a sentence, where 
the voice suffers only a momentary suspension; .and hence 
a sufficient supply may be obtained for carrying on the 
largest period, without improper interruptions. 

Pauses in public discourse, must be founded upon the 
manner in which we express ourselves in common, sensible 
conversation, and not upon the stiff artificial manner which 
we acquire from perusing books, according to the common 
punctuation Sometimes it is only a slight and simple sus- 
pension of the voice which is proper ; sometimes a degree 
of cadence is requisite ; and sometimes that peculiar tone 
and cadence, which marks the conclusion of the sentence. 
In all these cases, a speaker is to regulate himself by attend- 
ing to the manner in which nature teaches him to speak, 
when engaged in real and earnest discourse with others. 

In reading* or reciting verses, there is a difficulty in 
making the pauses with propriety. There are two kinds of 
pauses that belong to the music of verse ; one at the 
end of the line, and the other in the middle of it. Rhyme 
always renders the former sensible, and compels an ob- 
servance of it in the pronunciation. In blank verse it is less 
perceivable ; and when there is no suspension in the sense, 
it has been doubted whether in reading it with propriety, 
any regard should be paid to the close of a line. On the 
stage, indeed, where the appearance of speaking in verse 
should be avoided, the close of such lines as make no pause 
in the sense, should not be rendered perceptible to the ear. 
On other occasions, it were better, for the sake of melody, to 
read blank verse in such a manner as to make each line 
sensibly distinct. In attempting this, however, every appear- 
ance of singsong and tone must be cautiously avoided. The 
close of the line where there is no pause in the meaning, 
should be marked by such a slight suspension of sound 
only, as may distinguish the passage from one line to 
another, without injuring the sense. 



Upon what manner must pauses in public discourses be formed ; and 
how is this illustrated 1 In all these cases, how is the speaker to regulate 
himself 1 In reading poetry, what two pauses are to be observed ; and of 
rhyme and blank verse, what is relatively remarked 1 On the stage what 
course should be pursued ; but on other occasions, how should blank verse 
be read 1 In attempting this, what must be avoided ] and what lemark 
follows ? 



M4 PRONUNCIATION, [Lect. 30. 

The pause in the middle of the line falls after the 4th, 
5th, 6th, or 7th, syllahles, and no other. When it happens 
that this pause coincides with the slightest division in the 
gense, the line can he read with ease ; as in the first two 
Terses of Pope*s Messiah : 

Ye nymphs of Solyma! begin the song; 
To heavenly themei, eublimer ttrains oelong. 

But if it happen that words, which have such an intimate 
connection as not to admit of even a momentary separation, 
be divided from each other by this pause in the middle of the 
verse, we then perceive a conflict between the sense and the 
sound, which renders it difficult to read such lines with 
grace and hlirmony. In such cases, it is always better to 
sacrifice sound to sense. Thus, for instance, in the follow- 
ing line of Milton : 

— -— What in me is dark 

Illume ; what is low, raise and support 

The sense evidently dictates the pause after * illume,' 
which ought to be observed; though if the melody only 
were to be regarded, * illume' should be connected with 
what follows, and no pause be made till after the 4th or 6th 
syllable. 

We proceed next to treat of tones in pronunciation, which 
are difierent both from emphases and pauses ; consisting in the 
modulation of the voice, the notes or variations of sound 
which are employed in public speaking. The most material 
instruction which can be given on this subject is, to form the 
tones of public speaking upon the tones of sensible and an- 
imated conversation. Every one who is engaged in speak- 
ing on a subject which interests him really, has an eloquent 
or persuasive tone and manner. But when a speaker de- 

E arts from his natural tone of expression, he is sure to render 
is discourse frigid and unpersuasive. Nothing is more 
> absurd than to suppose, that as soon as a speaker ascends 
the pulpit, or rises in a public assembly, he is immediately 

The pN&nse in the iniddle of the line falls after what syllables ; when 
can the line be read with ease ; and what instance is given 1 But when do 
we perceive a conflict between the sense and the sound ; then, what course 
■hould we pursue ; and what illustration follows 1 What is remarked of 
^ifl panaffel ^ To what do we next proceed ; and of what do they con- 
Mat T Wnat is the most material instruction that can be given on this 
•abject; and what remark follows 7 When a speaker departs from his 
natitfal tone of expression, what will be the consequence ; and what is very 
abnudY Of this what is observed; and what remarks follow 1 
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to lay aside the voice with which he expresses himself in 
private, and to assume a new, studied tone, and a cadence 
altogether different from his natural manner. This has 
vitiated all delivery, arid has given rise to cant and tedious 
monotony. Let every public speaker guard against this 
error. Whether he speak in private, or in a great assem- 
bly, let him not forget that he still speaks. Let him take 
nature for his guide, and she will teach him to express his 
sentiments and feelings in such a manner, as to make the 
most forcible and pleasing impression upon the minds of his 
hearers. 

It now remains for us to treat of gesture, or .what is called 
action, in public discourse. The best rule is, to recommend 
attention to the looks and gestures, in which earnestness, 
indignation, compassion, or any other emotion, discovers 
itself to most advantage in the common intercourse of men ; 
and let these be the model for imitation. A public speaker 
must, however, adopt that manner which is most natural to 
himself. His- motions and gestures ought all to exhibit that 
kind of expression which nature has dictated to him ; and 
unless this be the case, no study can prevent their appearing 
stiff and ungraceful. But though nature be the basis on 
which every grace in gesture and action must be founded, 
yet the ornamental improvements which art can supply must 
not be neglected. The study of action consists chiefly in 
guarding against awkward and disagreeable emotions, and 
in learning to perform such as are natural to the speaker, in 
the most graceful manner. Numerous are the rules which 
writers have laid down for the attainment of a proper ges- 
ticulation. But it is to be feared, that written instructions on 
this subject can be of little service. To become useful, 
they must be well exemplified. A few of the simplest pre- 
cepts, however, may be attended to with advantage. Thus, 
every speaker should study to preserve as much dignity as 
possible in the whole attitude of his body. He should 
generally prefer an erect posture ; his position should be 
firm, so as to have the fullest and freest command of all his 

Of what does it now remain for us to treat ; and here what is the best 
role 1 What manner, however, must a public speaker adopt ; and of his 
gesture, what is observed 1 But though nature be the basis, yet what must 
not be neglected ; and in what does the study of action consist 1 Of rules, 
what remarks follow 1 Of the simple precepts to be attended to, what 
ones are mentioned 1 Of the countenance, what is remarked j and also of 

the eyes 7 
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motions ; if any inclination be used, it should be forward 
towards the hearers, which is a natural expression of 
earnestness. The countenance should correspond with the 
nature of the discourse ; and when no particular emotion is 
expressed, a serious and manly look is always to be preferred. 
The eyes should never be fixed entirely on any one object, 
but move easily round the audience. In the motions made 
with the hands, consists the principal part of gesture in 
speaking. It is natural that tne right hand be more fre- \ 
auently employed than the left. Warm emotions require 
the exercise oi them both together. But whether a speaker 
gesticulates with one or both hands, all his motions should 
be easy and unrestrained. Perpendicular movements in a 
straight line up and down, which Shakspeare calls * Sawing 
the air with the hand,' are to be particularly avoided. 
Oblique motions are the most pleasing and graceful. For 
sudden and rapid motions are seldom good. Earnestness 
can be fully expressed without their assistance. 

We cannot conclude our observations on this subject, 
without earnestly admonishing every speaker to guard 
against all affectation, which is the destruction of good de- 
livery. Let his manner, whatever it may be, be his own. 
Whatever* is native, though attended by several defects, is 
likely to please ; because it shows us the man ; and because 
it has the appearance of proceeding from the heart. To 
attain a delivery extremely correct and graceful, is what few 
can expect ; as so many natural talents must concur in its 
formation. But to acquire a forcible and persuasive man- 
ner, is within the power of the generality of mankind. 
They must only unlearn false and corrupt habits; they 
must follow nature; and they will speak in public as they 
do in private, when they speak in earnest, and from the 
heart. 

^ What is observed of the motion of the hands'? Of perpendicular mo- 
tions, what is remarked ; and what follows 1 Against what is every speaker 
•dmoniMhed to guard 1 What should his manner be; and why 1 What 
can few expeet ; and why 1 But what is within the nower of all ; and to 
attain it what must they dol 
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LECTURE XXXI. 

MEANS OF IMPROVING IN ELOttUENCE. 

Having treated fully of the different kinds of public 
speaking, of the composition, and of the delivery of a dis- 
course ; before we finish this subject, it may be useful to 
suggest some things concerning the proper means of im- 
provement in the art of public speaking, and the most ne- 
cessary studies for that purpose. 

To be an eloquent speaker, in the proper sense of the 
word, is far from being either a common or an easy attain- 
ment. To compose a florid harangue on some popular 
topic, and to deliver it so as to amuse an audience, it is true, 
is not a very difficult task. But though some praise be due 
to this, yet the idea which we have given of eloquence is 
much higher. It is a great exertion of the human powers. 
It is the art of being persuasive and commanding — ^the art, 
not of pleasing the fancy merely, but of speaking both to the 
understanding and to the heart — of interesting the hearers 
in such a degree, as to seize Und carry them along with us ; 
and to leave them with a deep and strong impression of what 
we have said. Many talents, both natural and acquired, 
must concur for carrying this to perfection. A strong, lively, 
and warm imagination — quick sensibility of heart, joined 
with'solid judgment, good sense, and presence of mind ; all 
improved by long attention to style and composition ; and 
supported also by the exterior, yet important qualifications 
of a graceful manner, a good presence, and a full and 
tuneable voice. There is little reason to wonder, therefore, 
that an accomplished orator is so rarely to be found. But 
we should not, however, despair ; as between mediocrity and 
perfection, there is a very wide interval. There are many 
intermediate spaces, which may be filled up with honor ; 

HaviDg treated fu]ly of the different kinds of public speaking, to rag- 
gest some things towards what may be useful 1 To be an eloquent speaker, 
m the proper sense of the word, is &r from bein^ what ; and what remark 
Mows 1 But though some praise be due to this, yet what is the idea w 
have given of eloquence 1 For carrying this to perfection, what taknli 
must combine 1 About what, therefore, is there httle leaaon to ipvonder ; 
but why diould we not^ despair 1 
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and the more rare and difficult that complete perfection is, 
the greater is the honor of approaching to it, though we do 
Bot Ailly attain it. 

After these preliminary observations, we proceed to treat 
of the means to be used for improving in eloquence. To 
those who are anxious to excel in this subject, we must ob- 
serve, in the £rst place, that nothing is more necessary than 
to cultivate habits of the several virtues, and to refine and 
improve all their moral feelings. A true orator must pos- 
sess generous sentiments, and a mind turned towards the 
admiration of all those great and high objects, which man- 
kind are, by nature, prone to venerate. Connected with the 
manly virtues, he should have a strong and tender sensibility 
to all the injuries, distresses, and sorrows, of his fellow- 
creatures ; a heart that can easily relent ; that Can enter into 
the circumstances of others, and can make their case his own. 

Next to moral qualifications, what, in the second place, is 
most necessary to an orator, is a fund of knowledge. There is 
no art by whicn eloquence can be taught, in any sphere, without 
a sufficient acquaintance with what belongs to that sphere. 
Attention to the ornaments of style, can only assist the orator 
in setting ofifto advantage the stock of materials which he pos- 
sesses ; but the materials themselves must be derived from 
other sources than from rhetoric. The pleader must make 
himself completely acquainted with the law ; he must possess 
all that learning and experience which can be useful in his 
profession, for supporting a cause, or convincing a judge. 
The preacher must apply himself closely to the study of 
divinity, of practical religion, of morals, and of human 
nature ; that he may be rich in all the subjects both of in- 
struction and of persuasion. He who wishes to excel as a 
member of the supreme council of the nation, or of any 

fublic assembly, should be minutely acquainted with the 
usiness which belongs to such assembly, and should attend 
with accuracy to all the facts which may be the subject of 
question or deliberation. • 

Besides the knowledge that is more particularly connected 

After these pieliminary observations, of what do we proceed to treat; 
and what is the first ^ven 1 What mast a true orator possess ; and con- 
nected to the manly virtues, what should he have ? What, in the second 
place, is necessary ; and why 1 How is this remark illustrated from the 
case of the pleader, the preacher, or any other public speaker 1 Besides 
paiticular knowledge, with what should a public speaker make himself 
acquainted 1 
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with his profession, a public speaker should make himself 
acquainted with the general circle of polite literature. Poetry 
he will find useful for the embellishment of style, for afford* 
ing lively images, or pleasing illusions. History may be 
still more advantageous ; since the knowledge of facts, of 
eminent characters, and of the course of human affairs, must 
find place on many occasions. A deficiency of knowledge, 
even in subjects not immediately connected with his pro- 
fession, will expose a public speaker to many disadvantages, 
and give his rivals, who are better qualified, a decided supe- 
riority. 

In the third place, to every one who wishes to excel in 
public speaking, .a habit of application and industry cannot 
be too much recommended. This is inseparably connected 
with the attainment of every species of excellence. No one 
can ever become a distinguished pleader, or preacher, or 
speaker in any assembly, without previous labor and appli- 
cation. Industry, indeed, is not only necessary to every 
valuable acquisition, but it is designed by Providence as tki 
seasoning of every pleasure, without which life would become 
flat and insipid. No enemy is so destructive both to honor- 
able attainments, and to the real and animated enjoyment of 
life, as that relaxed state of mind which proceeds from indo- 
lence and dissipation. He who is destined to excel in anj 
art, will be distinguished by an enthusiasm for that art ; 
which firing his mind with the object in view, will dispose 
him to endure every necessary degree of industry and per- 
severance. This was the characteristic of the great men of 
antiquity ; and it must distinguish the moderns who would 
imitate their bright examples. By those who are studying 
oratory, this honorable enthusiasm should be cultivated with 
the most lively attention. If it be wanting to youth, manhood 
will flag exceedingly. 

In the fourth place, attention to the best models will con- 
tribute greatly towards improvement in the arts of speaking 
or writing. Every one, indeed, should endeavor to have 

For what will he find poetry useful ; and why may histooy be still oiofe 
advantageous ; and what remark follows 1 In the third place, a habit of 
what is recommended ; and of this what is remarked 1 Of industry, what 
is farther observed ; and what remark follows 1 By what will he who it 
destined to excel in any art, be distinguishoi ; and what will be its efibct % 
Of whom was this the characteristic ; whom must it distinguish ; and what 
remarks follow 7 To what,, in the fourth place, must attention ba giivol 
What should every one endeavor to have i and why 1 
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•omething that ia his own, that is peculiar to himself, and 
that distinguishes his composition and style. Genius is 
certainly depressed, and its poverty betrayed, by a slavish 
imitation. But yet, there is no genius so original, but may 
receive improvement from proper examples, in style, compo- 
sition, and delivery. They always afibrd some new ideas» 
and contribute to enlarge and correct our own. They 
accelerate the current of thought, and excite the ardor of 
emulation. 

In imitating the style of any favorite author, a material 
distinction should be observed between written and spoken 
language. These are, in reality, two different modes of 
communicating ideas. In books, we expect correctness, 
precision, all redundancies pruned, all repetitions avoided, 
and language completely polished. Speaking allows a 
more easy copious style, and less confined by rule ; repeti- 
tions may often be requisite, parenthesis -may sometimes be 
ornamental ; the same thought must often be exhibited in 
different points of view ; since the hearers can catch it only 
from the mouth of the speaker, and have not the opportunity, 
as in reading, of turning back again, and of contemplating 
what they do not entirely comprehend. Hence the style of 
some good authors would seem stiff, affected, and even ob- 
scure, if transferred into a popular oration. How unnatural, 
for instance, would Lord Shaftesbury's sentences sound in 
the mouth of a public speaker. Some kinds of public dis- 
course, indeed, such as that of the pulpit, where a more 
accurate preparation and a more studied style are allowable, 
would admit such a manner better than others, which are 
expected to approach nearer to extemporaneous speaking. 
But yet there is, generally, so great a difference between 
speaking, and a composition intended only to be read, as 
should caution us against a close and improper imitation. 

The nuinner of writing of some authors, approaches 
nearer to the style of speaking than others ; and they can, 
therefore, be imitated with more propriety. In our own 

Yet fiomwhAt may any genius, however original, receive improvement; 
And what is their eftecti In imitating the style of apy favorite author, 
between what should a distinction be ol^rved ; and how is this distinction 
fiiUy illustrated 1 Hence, of the style of some good authors, what is ob- 
ierved ; and what instance is mentioned 1 In what kinds of public dis- 
ooaiM is such a manner admissible ; and why ? Yet why should we avoid 
a dose and improper imitation 1 Of the manner of writing of some auHiorSi 
what ifl xemarked; and who are of this descriptbnl 
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language, Swift and Bolingbroke are of this description. 
The former, though correct, preserves the easy and natural 
manner of an unaffected speaker ; and this is an excellence by 
which he is peculiarly distinguished. The style of the lat- 
ter is more splendid ; but still it is the style oi speaking, or 
rather of declamation. Bolingbroke, indeed, may be studied 
with singular advantage, by those who are desirous of 
attaining the natural elegance and the graces of composition. 

In the fifth place, besides attention to the best models, fre- 
quent exercise both in composing and speaking must be 
recommended as a necessary means of improvement. That 
kind of composition is, undoubtedly, most useful, which is 
connected with the profession, or sort of public speaking, to 
which persons devote themselves. This they should ever 
keep in view, and be gradually habituating themselves to it 
At the same time, they should be cautious not to allow them- 
selves to compose negligently on any occasion. He who 
wishes to write, or to speak correctly, should, in the most 
trifling kind of composition — in writing a letter, or even in 
common conversation, endeavor to express himself with 
propriety. By this we do not mean that he is never to write, or 
to speak, but in studied and artificial language. This would 
introduce a stiffness and aflfectation, infinitely worse than 
the greatest negligence. But we must observe, that there 
is in every thing a proper and becoming manner ; and, on 
the contrary, there is also an awkward performance of the 
same thing. That manner which is becoming, is often the 
most light, and apparently the most careless ; but taste and 
attention are requisite to possess the just idea of it. That 
idea, when once • acquired, should be kept constantly in 
view, and upon it should be formed whatever we write or 
speak. 

Exercises of speaking have always been recommended to 
students in elocution ; and, when under proper regfulation, 
must, undoubtedly, be of the greatest use. Those public 




Of them, respectively, what is farther ohserved ; and by whom may 
Bolingbroke be studied with singular advantage ? In the fifth place, wht^ 
must be recommended ; and what kind of composition is most useful 1 Of 
this what is remarked ; and at the same time, about what should they be 
cautious 1 What should he who wishes to write or to speak correctly do: 
by this, what is not meant ; and why 1 But what must we observe ; ana 
of that manner wWch is becoming, what is remarked 1 What have always 
been recommended to students of elocution ; and what is said of them 1 
What institutions are not only of a useless, but of an injurious nature; 
and what are they calculated to become 1 
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and pernicioiu societies, in which numbers are brought 
togetner, who are frequently of low stations and occupations, 
who are connected by no common bond of union, except a 
ridiculous rage for public speaking, and have no other object 
in yiew, than to exhibit their supposed talents, are institutions 
not only of a useless, but of an injurious nature. They are 
calculated to become seminaries of licentiousness, petulance, 
and fiiction. Even the allowable meetings, into which stu- 
dents of oratory may form themselves, must be under proper 
direction, in order to be rendered useful. If the subjects of 
debate be improperly chosen ; if they support extravagant 
and indecent topics ; if they indulge themselves in loose and 
flimsy declamation ; or accustom themselves, without pre- 
paration, to speak pertly on all subjects, they will unavoid- 
ably acquire a very &ulty and vicious taste in speaking. It 
should, therefore, be recommended to all those who are 
members of such societies, to attend to the choice of their 
subjects ; to be careful that these be useful and manly, 
either connected with the course of their studies, or related 
to morals and taste, to action and life. They should be 
'temperate in the practice of speaking ; not to speak too fre- 
quently, nor on subjects of which they are ignorant ; but 
only when they have laid up proper materials for a discourse, 
and have previously considered and digested the subject. In 
.speaking, they should be cautious always to keep good sense 
and persuasion in view, rather than a show of eloquence. 
By these means, they will adopt the best method of forming 
themselres g^dually to a manly, correct, and persuasive 
elocution. 

It may now be asked, of what use the study of critical and 
rhetorical writers will be, for the improvement of those who 
wish to excel in eloquence. They ought certainly not to be 
neglected ; and yetj perhaps, very much cannot be expected 
from them. It is, however, from the original ancient writers 
that the greatest advantage can be derived ; and every one, 
whose profession calls him to speak in public, should be 



Under what ciicuinstances will students of oratory, even in allowable 
meetings, aoqnire a vicious taste in speaking 1 What should, therefore, 
be leoommended to all the members of such societies 1 Of their speaking 
what is remarked ; and by this what is meant 1 In speaking what should 
they do ; and why 1 What question may now be asked ; and what re- 
nark follows 1 Whence can the greatest advantage be derived j and who 
■boold be acquainted with them 1 
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acquainted with them. In all the rhetorical writers among 
the ancients, there is, indeed, one defect ; they are too sys- 
tematical, they endeavor to perform too much ; they aim at 
reducing rhetoric to a perfect art, which may supply in- 
vention with materials on every subject ; so that one would 
suppose they expected to make an orator by rule, in the 
same manner as a mechanic would learn his business. But, 
in reality, all that can be done, is to assist and enlighten 
taste, and to point out to genius, the path in which it ought 
to tread. 

Aristotle seems to have bee^ the first who took rhetoric 
out of the hands of the sophists, and founded it on reason 
and solid sense. Some of the profoundest things that have 
been written on the passions and manners of men, are to be 
found in his Treatise on Rhetoric ; though in this, as in all 
his writings, his great conciseness oflen renders him obscure. 
The Greek rhetoricians who succeeded him, most of whose 
writings are now lost, improved on the foundation which he 
had laid. The writings of two of them still remain — De- 
metrius Phalereus, and Dionysius of Halicarnassus ; both 
of whom have written on the construction of sentences, and 
deserve to be perused ; ^specially Dionysius, who is a very 
accurate and judicious critic. 

To recommend the rhetorical writings of Cicero, would 
be superfluous. Whatever, on the subject of eioqueAce, 
comes from so great an orator, must be worthy of attention. 
His most considerable work on this subject is that of De 
Oratore^ in three books. None of his writings are more 
highly finished than this treatise. The dialogue is politely 
conducted, the characters are well supported, and the 
management of the whole is beautiful and pleasing. It is, 
it is true, full of digressions, and his rules and observations 
may be thought, sometimes, too vague and general. Useful 
things, however, may be learned from it ; and it is no small 
advantage to be made acquainted with Cicero's own idea of 
eloquence. The Orator ad M. Brutum, is also a valuable 
treatise; and, indeed, throughout all Cicero's rhetorical 



In all of them, what defect is there; from which one would suppoae 
that they expected whatl But what, in reality, is all that can be donel 
Aristotle is the first that did what; and of his Treatise on Rhetoric, what 
is remarked 1 Of the Greek rhetoricians who succeeded him, what is ob- 
served ; the writings of what two still remain ; and what is observed of 
them 1 What is said of the rhetorical writings of Ciceru ; and of his moirt 
ooiisid«rabke work on this subject, what is remarked} 
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works, there are seen those elevated and sublime ideas of 
eloquence, which are well calculated to form a just taste, 
and to inspire that enthusiasm for the art, which is highly 
conducive to the attainment of excellence. 

But of all the ancient writers on the subject of oratory, the 
most instructive and most useful is Cluintilian. Few books 
abound more with good sense, and discover a greater degree 
of just and accurate taste, than his Institutions. Alniost all 
the principles of good criticism are to be found in them. He 
has digested into excellent order all the ancient ideas con- 
cerning rhetoric; and is, at the same time, himself an 
eloquent writer. Though some parts of his work contain 
too much of the technical and artificial system then in vogue, 
yet seldom has any person, of more sound and distinct judg- 
ment than Gluintilian, applied himself to the study of the art 
pf oratory. 



But of all the ancient writers on oratory, who u the moat instructive % 
What is observed of his Institutions 1 What objection may be offered to 
some parts of his work ; yet of him, what remark foUows? 
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LECTURE XXXII. 

COMPARATIVE* MERIT OF THE ANCIENTS 

AND THE MODERNS. 

As we have now finished that part of these lectures which 
respected oratory, or public speaking, it remains that we en- 
ter on the consideration of the most distinguished kinds of 
composition, both in prose and i^rse, and point out the prin- 
ciples of criticism relating to them. In this we shall study- 
to avoid unnecessary prolixity ; though, at the same time, 
we shall hope to omit nothing that is very material under 
the several heads. 

Before we proceed farther, however, it may be proper 'to 
make some observations on the comparative merit of the 
ancients and the moderns ; in order that we may be able to 
ascertiain, rationally, upon what foundation that deference 
rests, which has so generally been paid to the ancients. 
These observations are the more necessary, as this subject 
has given rise to no small controversy in the republic of let- 
ters ; and they may, with propriety, be introduced now, as 
they will serve to throw light on some things, afterwards to 
'be said, concerning different kinds of composition. 

It is a remarkable phenomenon, that writers and artists, 
most distinguished for their parts and genius, have^enerally 
appeared in considerable numbers at a time. Some ages 
have been remarkably barren in them ; while, at other pe- 
riods, nature seems to have exerted herself with a more than 
ordinary effort, and to have poured them forth with a pro- 
fuse fertility. Various reasons have been assigned for this. 
Some of the moral causes lie obvious ; such as favorable cir- 
cumstances of government and manners; encouragement 
from great men ; and emulation excited among the men of 
genius. But as these have been thought inadequate to the 
whole effect, physical causes have been also assigned ; such 

Having finished that part of these lectures which respected oratory, 
what remains to be done; and of Uiis what remark follows? Before we 
proeeed ftrthcr, however, what may be proper ; and why 1 Why are these 
observations the more necessary ; and why may they be Introduced now 1 
What b a remarkable phenomenon ; and what remark IdIIowb 1 ■ What 
moral, and what pfaysioat causes, have been' assigned finr this 1 
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as the influence of the air, the climate, and other natural 
causes. But whatever the cause may he, the fact is certain, 
that particular periods or ages of the world, have heen much 
more distinguished than others, for the extraordinary pro- 
ductions of genius. 

Learned men have distinguished four of these happy ages. 
The first is the Grecian age, which commenced near the 
time of the Peloponnesian war, and extended till the time of 
Alexander the Great ; within which period we have, as the 
most distinguished, Herodotus,* Thucydides, Xenophon, 
Socrates, Plato, Aristotle, Demosthenes, .^Ubhines, Iso- 
crates, Homer,* Hesiod,* Pindar, iEschylus, Euripides, 
Sophocles, Aristophanes, Menander, Theocritus, Lysippus, 
and Phidias. The second, is the Roman age, included 
nearly within the days of Julius Csesar and Augustus ; afibrd- 
inff us Catullus, Lucretius, Terence, Virgil, Horace, Ti- 
ballus, Ovid, Lucan, Hortentius, Cssar, Cicero, Llvy, 
Sallust, Tacitus, and Varro. The third age, is that of the 
restoration of learning, under the Popes Julius II. and Lea 
X. ; when flourished E)ante,* Petrarch,* Ariosto, Tasso^ 
Sannazarius, Vida, Machiavel, Guicciardini, Davila, Eras- 
mus, Paul Jovius, Michael Angelo, Raphael, and Titian. 
The fourth commenced with the age of Louis XIY. and 
Queen Anne, and continues to the present time. In it have 
flourished, in France, Comeille, Itacine, De Rets, Moliere, 
Boileau, Fontaine, Baptiste, Rousseau, Bossuet, Fenelon, 
Bomrdaloue, Pascall, Malehranche, Massillon, Bayle, and 
Fontenelte ; in England, Shakspeare, Spenser, Dry den. 
Pope, Addison, Prior, Swift, Parnell, Arbuthnot, Congreve, 
Otway, Young, Howe, Atterbury, Shaftesbury, Boling- 
broke, Tillotson, Temple, Boyle, Lecke, Newton, Clark; 
together with Johnson, Burke, and all their brilliant cotem- 
poraries, and successors, down to the present day. 

When we speak comparatively of the ancients and the 
moderns, we generally mean by the ancients, such as lived 

* Then writers flourished nther befine the period with which their 
names are connected 

Bnt whatever the cause may be, what fact is certain 1 Hiyw many of 
theae happy ages have been distin^ished ; of the first what is remarked ; 
and in it who flourished 1 What u the second; within whose dajrs is it 
ineluded ; and who does it a^rd 1 Under whom was the third age ; and 
ki it who flourished 1 When did the fourth commence ; of it wlut is ob- 
served I and in it who flourished 1 When we speak comparatively of the 
•Pcient s and the modems, I^ them, respectively, what do we meanl 
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in the first two of these periods ; and by the moderns, those 
who flourished iii the two last. Any comparison between 
these two classes of writers, must necessarily be vague and 
loose, as they comprehend so many, and such difierent kinds 
and degrees of genius. The comparison, however, is 
generally made to turn upon two or three of the most dis- 
tinguished in each class. In France, this dispute was car- 
ried on with much warmth, between Boileau and Madame 
Dacier for the ancients, and Perrault and La Motte for the 
moderns. Even at this time, men of letters are divided on 
the subject ; and it is somewhat difficult to discern, upon 
what grounds the controversy is to be determined. 

Should any one, at this day, attempt to decry the ancient 
classics, or pretend to have discovered that Homer and 
Virgil are inferior poets, and that Etemosthenes and Cicero 
are not great orators, we unhesitatingly tell him that he is 
too late in his discovery. Their reputation is established 
upon a foundation too solid to be now shaken by any argu- 
ment whatever ; for it is established upon the universal 
taste of mankind, proved and tried throughout the succession 
of so many ages. At the same time, it is obvious that im- 
perfections may be traced in their writings ; for no human 
work is perfect. But to attempt to discredit their works in 
general, or to prove that the reputation which they have 
gained is, on the whole, unjust, can only belong to peevish- 
ness or prejudice. The approbation of the public, for so 
many centuries, establishes a verdict in their favor, from 
which there is no appeal. 

In matters of mere reasoning, the world may be long in 
an error ; and may be convinced of the error by stronger 
reasonings when produced. Positions that depend upon 
science, upon knowledge, and matters of fact, may be over- 
turned according as science and knowledge are enlarged, 
and new matters of fact are brought to light. For this rea- 
son, a sjnstenuof philosophy receives no sufficient sanction 

t . . : . 

Of any aompariioii between these two classes of writers, what is re- 
marked ; and why? On whom has the comparison been generally made 
to torn ; by whom has the dispute been carried on ; and what remark fol- 
lows 1 When may we unhesitatingly tell that he has come too late with 
his discovery ; and of their reputation what is remarked 1 At the same 
time, what is obvious; but what can only belong to peevishness and pr^u- 
dice ; and what remark follows? Of matters of mere reasoning, wnat is 
obMTved : and how b this illustrated 1 
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for its aotiqaitv or long standing. But in objects o£ taste 
there is no such &llibility ; as they depend not on knowledge 
and science, but upon sentiment and feeling. It is in Tain 
to think of undeceiving mankind, with respect to errors com- 
mitted here, as in philosophy ; for the universal feeling of 
mankind is the natural feeling, and, therefore, must be right. 
Homer and Virgil, consequently, must continue to occupy 
the same ground that they have occupied so long. 

It is in vain also to alledge, that the reputation of the ancient 
poets, and orators, is owing to authority, to pedantry, and 
to the prejudices of education, transmitted from age to age. 
These, it is true, are the authors put into our hands at 
schools and colleges, and by that means a strong preposses- 
sion is formed in their favor ; but then it must be recollected, 
that it was through the high fame which they had acquired 
among their cotemporaries, that they gained the possession 
of colleges and schools. The Greek and Latin were not 
always aead languages. There was a time when Homer, 
and Virgil, and Horace, were viewed in the same light as 
we now view Dryden, and Pope, and Addison. It is not to 
commentators and universities that the classics are indebted 
for their fame. They became classics and school-books, in 
consequence of the high admiration which was paid them 
by the best judges in their own country and nation. Accord- 
ingly we find, that as early as the days of Juvenal, Virgil 
and Horace had become standard books in the education of 
youth. 

We must guard, however, against a blind and implicit 
veneration for the ancients in every thing. The general 
principle thus opened, must go far in instituting a fair com- 
parison between them and the moderns. Whatever supe- 
riority the ancients may have had in point of genius, yet in 
all arts, where the natural progress of knowledge has had 
room to produce any considerable effects, the modems can-* 
not but have some advantage. Hence, in natural philosophyy 
astronomy, chemistry, and other sciences that depend <m an 

But why, in objects of taste, ia there no such fallilMlity ; and of Homer 
and Virgil what is, consequently, remarked ? What is it iu vain also to 
alledge ; of these what is observed v and how did they gain poasesnoa a£ 
colleges and schools 1 As the Greek and Liatin were not always dead lan- 
guages, what follows 1 How did they become classics and school books ; 
and, accordingly, what do we find 1 Against what must we, however, 
guard ; and what remark follows 1 Though the ancients were superior in 
point of genius, yet, in what have the moderns the advanti^; and a» 
instances, what sdenoes ue mentioned 1 
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extensive knowledge and observation of facts, modem phi- 
losophers have an unquestionable superiority over the 
ancients. Perhaps, too, in precise reasoning, the philoso- 
phers of the modern €iges have the advantage over those of 
ancient times ; as a more extensive literary intercourse, has 
contributed to sharpen the faculties of men. Perhaps, also, the 
moderns have the superiority in history ; as political know- 
ledge is certainly more perfect now, than it was in the days 
of Greece and Rome — arising from the extension of com- 
merce, the discovery of different countries, the superior 
fecility of intercourse, and the multiplicity of events and 
revolutions which have taken place in the world. In the 
more complex kinds of poetry, likewise, some advantages 
have been gained, in point of regularity and accuracy. In 
dramatic performances, having the advantage of the ancient 
models, we have made very considtix^ble improvements. 
The variety of the characters is greater ; more skill has 
been displayed in the conduct of the plot ; and a happier 
attention given to probability and decorum. Among the 
ancients we find higher conceptions, greater simplicity, and 
more original fancy. Among the moderns, sometimest 
more art and correctness, but g'^nius less forcible and striking. 
But, though this be, in general, a mark of distinction between 
the ancients and the moderns, yet, it must be understood 
with some exceptions ; for in point of poetical fire and 
original genius, Milton and Shakspeare are inferior to no 
poets in any age. 

It is proper to observe, that among the ancients there were 
some circumstances that were very favorable to the exertions 
of genius. Learning was a much more rare and singular 
attainment in the early ages than it is at present. It was 
not to schools and universities that the persons applied, who 
sought to distinguish themselves. They had not this easy 
recourse. They travelled for their improvement into distant 
countries, to Egypt, and to the East. They inquired after 
all the monuments of learning there. They conversed with 

In precise reasoning, and in history, why have the modems a superiority 
overtne ancients ? In what kinds of poetry have the modems gained some 
advantages ; and how is this remark illustrated from dramatic performances 1 
Among the ancients and the modems, respectively^ what do we find 1 But 
though this he a general mark of distinction, yet, what excej^tions are roen- 
tJonM 1 Among the ancients, what circmnstances are mentioned as haviiy 
been fikvorahle to the exertions of genius 1 How did they obtain their 
teaming $ and of their reUim to their own oountiy, whatis nmirkedl 
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Srieflts, philosophers, poets, and all who had acquired any 
istincuished fame. They returned to their own country 
foil of the discoveries which they had made, and fired hy 
the new and uncommon objects which they had seen. Their 
knowledge and improvements cost them more labor, raised 
in them more enthusiasm, and were attended with higher 
rewards and honors, than in modern days. Fewer had the 
means and opportunities of distinguishing themselves ; but 
such as did aistinguish themselves, were sure of acquiring 
that fame, and even veneration, which is, of all rewards, the 
greatest incentive to c^enius. Herodotus read his history to 
all Greece, assembled at the Olympic games, and was pub- 
licly crowned. In the Peloponnesian war, when the Athenian 
army was defeated in Sicily, and the prisoners were ordered 
to be put to death, such of them as could repeat any verses 
of Euripides were saved, from honor to that poet, who was 
a citizen of Athens. These were testimonies of public 
regard, &r beyond what any modern nation confers upon 
genius. 

In modem times, good writing is considered as an attain- 
ment neither so difficult, nor so high and meritorious. 

ScribimuB indocti, doctique, Po^mata passim. 

Now eveiT desp'rate blockhead dares to write ; 

Verse is the trade of ev'ry living wighL jFVancta 

We write much more supinely, and at our ease, than the 
ancients did. To excel has become a much less considerable 
object. Less effort, less exertion, is required, because our 
assistances are much more numerous than theirs were. 
Printing has rendered all books common, and easy to be 
had. Education for any of the learned professions, can be 
carried on without much trouble. Hence a mediocrity of 
genius prevails. To rise beyond this, and to surpass the 
crowd, is the happy pre-eminence of but a few. The numer- 
ous assistances. whicn we enjoy for all kinds of composition. 



Of their knofwledge and impravemento, what is fiurther obeenred ; and 
though fewer had the means of distinguishing themselTes, jet what » said 
of thoee that did? In the case of I^rodotus, how is this remark illus- 
trated ; what other instance of illustration is given ; and what remark fol- 
lows 1 What is remarked of good writing in modern times ; and what 
iUustration follows 1 What is farther remarked of the manner in which we 
wnte, in comparison with the ancients ; and what re ason s are assigned for 
this? Hence what prevails j and what follows? What is the eflect of 
the numerous aasistances which we enjoy in all kinds of composition j and 
on this subject, what passage is given fiom Sir WiQiam Templel 
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the opinion of Sir William Temple, rather depresses than 
vors the exertions of native genius. * It is very possible,* 
ys that ingenious author, * that men may lose rather than 
_ by these ; may lessen the force of their own genius, by 
forming it upon that of others ; may have less knowledge qf 
^eir own, for contenting themselves with that of those be- 
fore them. So a man that only translates, shall never be a 
poet; so people that trust to others charity, rather than 
their own mdustry, will be always poor. Who can tell,' 
he adds, * whether learning may not even weaken invention, 
in a man that has great advantages from nature ! Whether 
the weight and number of so many other men's thoughts 
and notions mdy not suj^ress his own ; as heaping on wood 
sometimes suppresses a little spark, that would otherwise 
have grown into a flame ? The strength of mind, aa well 
as of body, grows more from the warmth of exercise than of 
clothes ; nay, too much of this foreign heat, rather makes 
men faint, and their constitutions weaker than they would be 
without them.* 

From whatever cause it arises, it is evident that among 
some of the ancient writers, we must \o6k for the highest 
models in most kinds of elegant composition. For accurate 
thinking and enlarged ideas, in several parts of philosophy, 
to the moderns we ought chiefly to have recourse. Of cor- 
rect and finished writing in some w^rks of taste, also, they 
may afford useful patterns; but for all that belongs to 
original genius, to spirited, masterly, and hiffh execution, 
our best and most happy ideas are, generally speaking, 
drawn from the ancients. In epic poetry, for instance, we 
are still, perhaps, unrivalled ; and modern times have pro- 
duced no orator, who can be compared with Demosthenes 
and Cicero. In history we have no modern narration that 
is so elegant, so picturesque, and so animated, as those of 
Herodotus, Thucydides, Xenophon, Livy, Tacitus, and 
Sallust. Our dramas, with all the improvements they have 
received, are inferior in poetry and sentiment, to those of 
Sophocles and Euripides ; and we have no dialogue in 
comedy, that equals the correct, graceful, and elegant sim- 
plicity of Terence.. We have no such love elegies as those 

Prom whatever cause it ariaea, f«r what must we look among some of 
the anciept writers 1 For what must we have recourse to the modems; 
and in what also, may they afford useful patterns ; but what follows 1 How 
is this last remark illustrated from epic poetry, oratory, history, the drama, 
love elegies, pastoral, and lyric poetiy 1 
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of Tibulliii; no such paatoralt as those of Theocritus ; and 
for lyric poetry, Horace stands quite unriyalled. By all 
such, therefore, as wish to form their taste and nourish their 
genius, the utmost attention must he deyoted to the ancient 
classics of hoth Qreeceand Rome. 

NoeturnA venate manu, venate diurnS. 
Read them by day, and itudy thfem by night. 

After having made these observations on the ancients and 
the modems, it may be proper to treat critically of the more 
distinguished kinds of composition, and of the characters of 
those writers, whether ancient or modern, who have excelled 
in them. Of orations and public discourses, much has 
already been said. The remaining prose compositions may 
be divided into historical writing, philosophical writing, 
epistolary writing, and fictitious history. Historical com- 
position shall be first considered ; and, as it is an object of 
dignity, we purpose to treat it at some length. 

To wfaoQi if the atudy of them, theiefi)re, feoommended 1 Ailer then 
obsenratioiM, what may be proper 7 Of what has muchabeady been said; 
and what remaxks Ibflow 1 
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1. The ancients and the moderns 
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a. Four of thsse happy ages. 
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D. Favorable drcumstanoes of 

ancient times. 

E. Good writing now not so 

difficult. 

F. Condiiding lemnrks. 



LECTURE XXXIII. 

* 

HISTORICAL WRITING. 

As it is the office of an orator to persuade, so it is that of 
an historian to record truth for the instruction of mankind. 
This is the proper object and end of history ; and if this ob- 
ject were always kept in view, it would prevent many of 
those errors into which we are liable, to fall concerning this 
species of composition. As the primary end of history is to 
record truth — impartiality, fidelity, and accuracy, are the 
fundamental qualities of an historian. He must neither enter 
into Action, nor indulge in afifection : but, contemplating 
past events, and characters with a cool and dispassionate 
eye, must present to his readers a faithful copy of human 
nature. 

At the same time, it is not every record of facts, however 
true, that is entitled to the name of history ; but such records 
only, as enable us to apply the transactions of former ages 
for our own instruction. The facts ought to be momentous 
and important : represented in connection with their causes, 
traced to their effects, and unfolded in clear and distinct 
order. For history is designed to supply the place of expe- 
rience. Though it enforce not its instructions with the 
same authority, yet -it furnishes us a greater variety than it 
is possible for experience to afiford, in the course of the longest 
life. Its object is to enlarge our views of the human 
character, and to give full exercise to our judgment on hu- 
man affairs. It must not, therefore, be a tale, calculated to 
please only, and addressed to the fancy ; but gravity and 
dignity are its essential characteristics. The writer must 
sustain the character of a wise man, writing for the instruction 
of posterity — one who has studied to inform himself well- 



As it is the office of the orator to persuade, so what is the office of the 
faistoiian; and of this object what is remarked 1 What are the funda- 
mental qualities of an historian ; and what remark Mowsl At the same 
time, what record of facts only, is entitled to the name of histoiy 1 Of the 
ftcts themselves what is observed : how shouM they be represented; and 
whvl How does it compare with experience; and what is its object? 
What must it not, therefore, be ;^ and what character must the writer 
sustain? 
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who has pondered his subject with care, and addresses him- 
self to our judgment, rather than to our imagination. 

In the conduct and management of bis subject, the first 
attention requisite in an historian, is to give it as much unity 
as possible. His history should not consist of separate and 
unconnected parts. Its portions should be linked together 
by some connecting principle, which should produce in the 
mind the impression of something that is one, whole, and 
entire. It ia inconceivable how great an effect this, when 
happily executed, has upon a reader ; and it is surprising' 
that some able writers of history have attended so little to it. 
Whether pleasure or instruction be the end sought by the 
study of history, either of them is enjoyed to much greater 
advantage, when the mind has always before it the progress 
of some one great plan or system of action ; when there is 
some point or centre, to which the various facts related by 
the historian can be referred. In histories that record the 
aflairs of a whole nation or empire throughout several ages, 
to preserve this unity is, necessarily, more difficult. Yet 
even here, some degree of it can, by a skillful writer, be 
still preserved. For though the whole, taken together, be 
Tery complex, yet the great constituent parts of it form so 
many subordinate wholes, when taken by themselves ; each 
of which can be treated both as complete within itself, and as 
connected with what goes before and what follows. In the 
history of a monarchy, for instance, every reign should have 
its own unity — a beginning, a middle, and an end, to the 
system of affairs ; while, at the same time, we are taught to 
ddscern how that system of affairs rose from the preceding, 
and how it is inserted in what follows. We should be able to 
trace all the secret links of the chain, which binds together 
remote, and seemingly unconnected events. Of all the 
ancient general historians, Polybius, though not in other 
respects an elegant writer, had the most correct idea of this 
quality of historical composition. 

In the management of his subject, what 19 the fint attention requisite 
inan historian ; and how is this remark illustrated 1 Of the effect of this, 
what b remarked; and what is surprisinel Whether pleasure or in- 
struction be the end souffht by the stuaj of history, when is either of these 
enjoyed to the greater advantage 1 In what faistoriee is it difficult tojne- 
■erve this unity ; yet what remark follows ; and whv is this the case t How 
is this illustrated in the history of a nxmarchy 1 What abouU we be able 
todo; and of Polybius, what is remarked 1 
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Having considered the unity which belongs to this kind 
of composition, we next proceed to observe, that the author 
must study to trace to their source, the actions and events 
which he records. To do this successfully, he should be 
acquainted with human nature, and also possess a large 
share of political knowledge. His skill in the former will 
enable him to describe the characters of individuals ; and his 
proficiency in the latter will prepare him for the task of re- 
cording revolutions of government, and for accounting for 
the operation of political causes on public affairs. With 
regard to political knowledge, the ancients wanted some 
advantages which the moderns enjoy. There was not, in 
ancient times, so free a communication among neighboring 
states, as there is at present. There prevailed no regular 
intercourse by established posts '; and there were no ambas- 
sadors residing at distant courts. A larger experience, 
too, of the different modes of government, 'has improved the 
modern historian beyond the historian of antiquity. 

We are by no means, however, to censure all the ancient 
historians as being defective in political information. No 
historians can be more instructive than Thucydides, Po- 
iybius, and Tacitus. Thucydides is grave, intelligent, and 
judicious ; always attentive to give very exact information of 
what he relates ; and to show the advantages or disadvan- 
tages of every plan that was proposed, and every measure 
that was pursued. Polybius excels in cbmprehcnsive po- 
litical views, in penetration- into great systems, and in his pro- 
£>und and distinct knowledge of all military affairs. Tacitus 
is eminent for his knowledge of the human heart ; is senti- 
mental and refined in a high degree; conveys much in- 
struction with respect to political matters, but none with 
respect to human nature. - 

We next proceed to consider the proper qualities of histo- 
rical narration ; as in the form of this, and not by the affected 
mode of dissertation, is the historian to impart his political 
knowledge. Formal discussions expose him to the suspicion 

After unity, what is next to be attended to by the. historian; and to do 
this successfully, what is rec^uisite 1 What will be the advantage of his 
gkill in the former, and of his proficiency in the latter 1 With regard to 
political knowledge, what advantage have the moderns oyer the ancients % 
Why, however, are we not to censure all the ancient historians as beinj^ 
deficient in political informatiofi ; and of Thucydides, Polybius, and Taci- 
tus, lespiectively, what is ^remarked 1 What do we next proceed to con- 
rider; and whyl Of formal discussions what is observed j and what 
zemark follows f 

23 
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of being willing to accommodate his facts to his theor}^^ 
Thej have also an air of pedantry, and are an evident result 
of his want of art. For reflections, whether moral, politicals 
or philosophical, may be insinuated into the body of the 
narration. 

The first virtue of historical narration, is clearness, order, 
and due connection. To attain this, the historian must be 
completely master of his subject. He must see the whole as 
at one view ; and comprehend the chain and dependance of 
all its parts, that he may introduce every thing in its proper 
place — that he may lead us smoothly along the tract of aiairs 
which are recorded, and may give us the satisfaction of 
seeing how one event arises out of another ^ Without this 
there can be neither pleasure nor instruction in reading his- 
tory. Much, for this end, will depend on the observance of 
unity in the general plan and conduct ; and much, too, on 
the proper management of transactions, which forms one of 
the chief ornaments of this kind of writing, and is one of the 
most difficult in execution. 

In the next place, as history is a very dignified species of 
composition, gravity must always be maintained in the nar- 
ration. There should be nothing mean nor vulgar in the 
style ; no quaint nor colloquial phrases ; no afiectation of 
pertness, nor of wit. The smart or the sneering manner of 
telling a story, is inconsistent with the historical character. 
We do not, however, pretend tosay^ that an historian is never 
to let himself down. He may sometimes do it with pro- 
priety, in order to diversify the strain of his narration, which, 
if it be perfectly uniform, is apt to become tiresome. But 
he must be caretul not to descend too far. 

As history must be read with pleasure to be read with 
profit, the great study of the historian should be to render 
nis narration interesting. This is the quality that chiefly 
distinguishes the genius and eloquence of the writer. Two 
things are especially conducive to this : the first is, a just 
medium in the conduct of narration, between a rapid or 
crowded recital of fisicts, and a prolix detail. The former 

What k the fint virtue of historical narration ; to attain this what ia 
requisite ; and why 1 Fot attaining this end, on what will much depend 1 
In the next place, what must be always maintained in the narration ; and 
how is this remark illustrated % What, however, do we not {^etend to say ; 
and why may he sometimes do this ? What should be the great study of 
the historian ; why ; and of this qtiality what is remarked 1 What is the 
first thing that is conducive to this ; and what is their e^^t 1 
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embarrasses, and the latter tires us^ An historian that 
would interest us, must know when to be concise, and when 
to* enlarge; passing lightly over slight and unimportant 
events, but dwelling on such as are, in their nature, striking 
■and important. The next thing he must attend to, is a pro- 
per selection of the circumstances belonging to those events 
which he chooses to relate fully. It is by means of these 
that a narraffbn becomes interesting and affecting to the 
xeader. These give life, hodv, and coloring, to the recital of 
&cts, and enable us to behold, them as present, and passing 
before our ey^s. It is this employment of circumstances in 
narration, that is^ properly termed historical painting. 

In all these qualities of history, and particularly in 
picturesque description, the ancients eminently excel. Hence 
the plea'sure of reading' Herodotus, Thucydides, Xenophon, 
Livy, Sallust, and Tacitus. Herodotus is always. an agree- 
able writer, and relates every thing with that simplicity of 
manner that never fails to interest the reader. Though the 
manner of Thucydides be more harsh and dry, yet, on great 
occasions, such as the plague at Athens, or the defeat of the 
Athenians in Sicily, he displays a very strong and masterly 
power of description. Xenophon's Cyropsedia, and his 
Anabasis, are extremely beautiful. The circumstances are 
finely selected, and the narration is easy and engaging. 
Sallust's Art of Historical Pcdnting in his Catilinarian and 
Jugarthine Wars, is well known ; though his style is liable 
to censure, being too studied and affected. Livy is more 
unexceptionable in his manner, and is excelled by no historian 
whatever in the art of narration. Tacitus, also, is eminent 
for historical painting, though in a manner slltogether difibr- 
ent from that of Livy. Livy's descriptions are more full, 
more plain, and natural ; those of Tacitus consist in a few 
bold strokes. He selects one or two remarkable circum- 
stances, and sets them before us in a strong, and, generally, 
in a new and uncommon light. 

The ancients employed one embellishment of history 
which the moderns have laid aside. This was the putting of 
orations into the mouths of celebrated personages. By means 

What most an historian that would interest iis know, and do 1 What 
ifl the next thing to be attended to ; and of these what is remarked 1 What 
IS this properly termed 1 In all these qualities of history, who eminently 
«Ecel ; and hence what follows 1 Of them respectively, what is remarked 1 
What embellishment of history did the ancients employ, which the modems 
bftve laid aside; and by means of these, what did they e£fect % 
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of these, they diversified their history; they conveyed both 
moral and political instruction ; and, by the opposite argii* 
n^ents whicn were employed, they gave us a view of the sen- 
timents of difierent parties. Thucydides was the first who 
introduced this practice ; and the orations with which his 
history abounds, are among the most valuable remains which 
we have of ancient eloquence. It is doubtful, howevery 
whether this embellishment should be allowed to the his« 
torian : for they form a mixture that is unnatural, joining 
together truth and fiction. We know that these orations are 
entirely of the author's own composition, and that he has 
introduced some celebrated person haranguing in a public 
place, purely that he might have an opportunity of showing 
nis own eloquence, or delivering his own sentiments, under 
the name of another. This is a sort of poetical liberty 
which does not suit the gravity of history, throughout whicn 
an air of the strictest truth should always reign. The 
moderns are, perhaps, more chaste, when, on great occa- 
sions, the historian delivers, in his own person, the senti- 
ments and reasonings of opposite and contending factions. 

Another splendid embellishment of historical composition, 
is the delineation of characters. These are generally con- 
sidered professed exhibitions of fine \vriting ; and an his- 
torian who seeks to shine in them, is frequently in danger 
of carrying refinement to excess, from a desire of appearing 
very profound and penetrating. A writer who would 
characterize in an instructive and masterly manner, should 
be simple in his style, and should avoid all quaintness and 
affectation : at the same time, he should not content himself 
with giving us general outlines only, but should descend 
into those peculiarities which mark a character in its strong* 
est and most distinctive features. 

As history is a species of composition designed for the 
instruction of mankind* sound morality should always 
reign in it. Both in describing characters, and in relating 
transactions, the author should always show himself to be 

Who first introdaoec) this practice ; and of his orations what is remarked t 
Why, however, is it doubtful whether thb embellishment should be allowed 
to the historian ; and what remark follows 1 Of this, what is &rther ob- 
served ; and what cour^K) have the modems pursued 1 What is anotjher 
splendid embellishment of historical composition ; how are these generally 
considered; and what follows *} What is said of a ^^ter who would 
characterize in ain^terlv manner ? As history is designed for the instmo* 
tion of m a nkind, what should reign in it ; and what zemark foUowa 1 
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on the side of virtue. To deliver moral instructions in a 
formal manner, it is true, falls not within his province ; but 
as a good man, we expect him to discover [Sentiments of 
respect for virtue, and of indignation at flagrant vice. To 
appear neutral and indifierent with respect to good and bad 
characters, derogates, greatly, from the weisfht of historical 
composition, and renders the strain of it cola and uninterest- 
ing. We are always most interested in passing transactions, 
when our sympathy is awakened by the story, and when we 
become engaged in the fate of the actors. But this efiect 
can never be produced by a writer, who is deficient in sen- 
sibility and correct moral feeling. 

In modern times, historical genius has shown forth with 
most lustre in Italy. The natural characters of the Italians, 
seems favorable to it. They are an acute, penetrating, 
reflecting people, remarkable for political sagacity, and 
addicted- to the arts of writing. Accordingly, soon after 
the restoration of letters, Machiavel, Guicciaraini, Davila, 
Bentivoglio, and Father Paul, became highly conspicuous 
for historical merit. Though they have their defects, yet 
they all appear to have conceived very just ideas of history ; 
and. are agreeable, instructing, and interesting writers. 
Among the French there has been much good historical 
writing ; but they have produced no such historians as the 
Italians just mentioned. In Great Britain, history has not, 
until recently, been fashionable. For though the celebrated 
Buchanan of Scotland, and Lord Clarendon and Bishop 
Burnett, of England, are very considerable historians, yet 
they are far inferior to Hume, Robertson, and Gibbon. Of 
the latter, • however, we are constrained to say, that, while 
his history is replete with the deepest interest, his irreligious 
sentiments are so pernicious, as to render it a dangerous 
work, in the hands of any youth, however well guarded. 

The inferior kinds of historical composition are annals, 
memoirs, and lives. Annals are a collection of fiaicts, 
according to chronological order : all that is required, there- 
fore, of an annalist, is fidelity and distinctness. Memoirs 

What falls not within his province ; hut what do we expect df him 1 
What is the effect of appearing indifferent with regard to good or bad 
diaracters ; why ; and what remark follows 1 Of the historical genius of 
the Itafians what is remarked ; and accordingly what followii 1 What is 
fkrther observed of them^ and also of the French 1 What is said of the 
historians of Great Britam ; and what remark foDows 1 Of the latter ]^ 
ticalarly, what is observed 1 What are the inferior kinds of hirtiwy* 
composition ; what is remarked of annals, and also of memoini 
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are a composition which pretends not to hold out a complete 
detail of the period to which it relates, hut only to record 
what the author kiiows in his own person, or from particular 
information, concerning any certam ohject, transaction, or 
event. It is not, therefore, expected of such a writer, that 
he should possess that profound research, and those superior 
talents, which are requisite in an historian. It is chiefly- 
required of him, that he should he lively and interesting. 
The French have put forth a flood of memoirs, the greater 
part of which are to he regarded as agreeable trifles. We 
must, however, exempt from this censure, the memoirs of 
the Cardinal de Retz, and those of the duke of Sully. The 
former join to a lively narrative, great knowledge of human 
nature. The latter deserves very particular praise. They 
approach to the dignity of legitimate history. They are 
full of virtue and good sense ; and are well calculated to 
form both the heads and the hearts of those who are designed 
for high stations in the world. 

The writing of lives, or biography, is a sort of compo- 
sition less stately than history ; but it is, perhaps, more 
instructive. It afibrds the full opportunities of displaying* 
the characters of eminent men, and of entering into a 
thorough acquaintance with them. In this kind of writing 
Plutarch excels ; but his matter is better than his manner ; 
and he has no peculiar beauty or elegance. His judgment, 
too, and accuracy, are not to be highly commended. But 
he is a very humane writer, and fond of disj^laying great 
men in the gentle lights of retirement. 
■ ■ ■ ' ■ ■ ' .1.1 ■ ■ I - . . . , II . , 1 1 .1 ■ 

What is not expected of mch a vmter ; and what is leqciiied of him 1 
What is femarkea of French memdre ; what are exceptions ; and how k 
this illustrated 1 Of the writing of lives what is observed ; and in this 
kind of composition, what is said of Plutarch 1 
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LECTURE XXXIV. 

PHILOSOPHICAL WRITING— DIALOGUE— EPIS- 
, TOLARY WRITING— FICTITIOUS HISTORY. 

As the professed object of philosophy is to conyey instruc- 
tion, and as those who study it are supposed to do so for 
their improTement, and not for their entertainment, the style, 
the form, and the dress of such writings, are not very mate- 
rial objects. They are not, howevfer, to be wholly neglected^; 
for the same truths delivered in an elegant manner, will be 
much more effective than though they were delivered in a 
dry and uninteresting one. 

In a philosophical writer, the strictest accuracy and pre- 
cision are required. He must employ no word of uncertain 
meaning ; and must avoid using words that may seem to be 
synonymous, without attending to the variations which they 
make upon the idea. But as he may do this, and still be a 
very dry writer, he must also study some degree of embel- 
lishment, in order to render his composition pleasing and 
grac^ul. One of the most agreeable, and, at the same 
time, one of the most useful embellishments that a philo- 
sopher can employ, consists in illustrations taken from his- 
torical facts, and the characters of men. All moral and 
political subjects naturally afibrd scope for these ; and wher- 
ever there is room for employing them, they seldom &il to 
produce a happy effect. They diversify the composition, 
relieve the mindtrom the Migae of mere reasoning, and, at 
the same time, give fuller conviction, than can otherwise 
possibly be produced. 

Philosophical writing also admits of a polished, neat, and 
elegant style. It admits of metaphors, comparisons, and all 
the calm figures of speech, by which an author may convey 
his sense to the understanding with clearness uid force, at 



As tke profiMsed object of philosophy is to convey instroctioD, what fol- 
lows ; but why are they not to be wholly neglected ? In an historical 
writer, what are required ; and how is this illustrated % But as he may 
do this, and still be a dry writer, what follows 1 What is one of the nUMt 
useful embeDishnients that a philosopher can employ ; and what naturally 
aflRnd scope for these? What is their ef&cti What s^fe, and what 
figures^ does philosophical writing admit : but of what must he be eaieftdl 
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the same time that he entertains the imagination. He must 
be careful, however, that all his ornaments be of the chastest 
kind, never partaking of the florid or tumid ; which is so 
unpardonable in a professed philosopher, that it is much 
better for him to err on the side of unadorned simplicity, 
than on that of too much ornament. Plato and Cicero have 
left philosophical treatises, composed with much elegance 
and beauty. Seneca, on the contrary, has been justly cen- 
suredifor the affectation of his style. He is too fond of a 
certain brilliant and sparkling manner — of antitheses and 
quaint sentences. In English, Mr. Locke's celebrated 
Treatise on Human Understanding, is a model of a clear 
and distinct philosophical style. The writings ,of Lord 
Shaftesbury, are dressed out with too much ornament and 
finery. 

Philosophical writing sometimes assumes the form of 
dialogue. Under this form the ancients have given us some of 
their chief philosophical works ; and several of the modems 
have endeavored to imitate them. A dialogue on some phi- 
losophical, moral, or critical subject, when well executed, 
stands in a high rank among the works of taste ; but the 
execution is very difficult ; for it requires more than merely 
the introduction of different persons speaking in ^uccessicm. 
It ought to be a natural and spirited representation of real 
conversation ; exhibiting the character and manners of the 
several speakers, and suiting to the character of each, that 
peculiarity of thought and expression, which distinguishes 
Kim from another. A dialogue thus conducted, gives the 
reader a very agreeable entertainment ; as by m^ans of the 
debate going on among the personages, he receives a fair 
and jfullview of both sides of the argument, and is, at the 
same time, amused with polite conversation, and with a dis- 
play of consistent and well supported characters. 

Among the ancients, Plato is eminent for the beauty of 
his dialogues. In richness of imagination, no philosophical 
writer, either ancient or.modern, is equal to him. His only 



Of the philoflophical writings of Plato and Cicero, and of those of 
Seneca, what is remarked 1 What is observed of Mr. Locke and Lord 
Shaftesbury ? What form does philosophical writing somethnes assume ; 
and what remark follows t What is ronarked of a dialogue on scxne phi- 
bsophical, moral, or critical subject; but why b the execution difficult 1 
What ouf ht it to be ; what is said of a dialogue thus conducted ; and why 1 
Among the ancients, what is remarked of Pfatto; and what is his only 
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fealt is the excessive fertility of his imagination, which 
sometimes carries him into alles^ory, fiction, enthasiasm^ 
and the airy regions of mystical theology. Cicero has 
also distinguished himself oy his dialogues ; but they are 
not so spirited and characteristical as those of Plato. They 
are, however, i^greeable, and well supported ; and show us 
how conversations were carried on among the principal per- 
sons of ancient Rome. Of the light and humorous dialogue, 
Lucian is an excellent model ; and he has been imitated by 
many modem writer]^. Fontenelle has written dialogues 
which are sprightly and agreeable ; but as for characters* 
whoever his personages are^ they all become Frenchmen* 
The divine dialogues of Dr. Henry More, amidst acadenoic 
stiffness, are often remarkable for character and vivacity. 
Bishop Berkeley's dialogues furnish an instance, of a very 
abstract subject, rendered clear ^and intelligible by means of 
conversation properly managed. 

We proceed next to treat ojf epistolary writing, which 
occupies a kind of middle place between serious and amusing 
composition. Epistolary writing appears, at first view, to 
stretch into a very wide field ; for there is no subject on 
which one may not convey his thoughts to the public, in the 
form of a letter. L(»d Shaftesbury, and several other writers, 
have chosen to give this form to philosophical treatises. But 
this is not sufficient to class them under the head 6f episto* 
lary composition. Though they bear in the title page, a 
Letter to a Friend, yet after the first address, the friend dis- 
appears, and we see that it is, in truth, the public with whom 
tne author corresponds. Where one writes a real letter on 
some formal topic, as of moral or. religions consolation to a 
person under distress, he is at liberty to write wholly as a 
divine or as a philpsopher, and to assume the style and man- 
ner of one, without reprehension. On such an occasion, 
we consider the author not as writing a letter, but as com- 
posing a discourse, suited particularly to the circumstances 
of some one person. 

What is obaenred of Ciceio's dialogues; of Lucian's; and also of Fon- 
tenelle'a 1 Of the ^loeiies of Dr. Henry More^ and of those of Bishop 
Berkeley, what is i«marked % To what do we next proceed ; and what w 
obMrved of it 1 Into what does epistolary writing appear, at first view, to 
•tieteh; and whyl What have Lord Shaftesbury, and several other 
writers, done ; but of these, what is remarked 1 When Is one at liberty 
to write wholly as a divine, or as a philosopher; and on such occasions, 
what do we consider the author as writing^ 
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Epistolary writing becomes a distinct species of compo* 
aition, when it is of the easy and familiar' kind only — ^whea 
it is conversation carried on upon paper between two 
friends at a distance. Much, therefore* of the merit of 
itf will depend on its introducing us to some acquaintance 
with the writer. There, if any where, we look for the man, 
not for the author. . Its first and fundamental requisite is, to 
be natural and simple ; for a stiff and labored manner is as 
bad in a letter, as it is in conversation. This does not 
banish sprightlin^ss and wit ; for these, when they dow 
easy, ana without being studied, are as graceful in letters 
as tney are in conversation. Qenerally speaking, the best 
letters are those which are written with most facility. What 
the heart or the imagination dictates, always flows readily ; bat 
where there is no subject to warm or interest these, constraint 
appears ; and hence those letters of mere compliment, con* 
gratulation, or affected condolence, never fail of being the 
most disagreeable and insipid to the readers. It must, how- 
ever, be remembered, that the ease and simplicity here 
recommended in epistolary correspondence, are not to be un- 
derstood as importing entire carelessnessr In writing to the 
most intimate friend, a certain degree of attention, both to 
the subject and to the style, is requisite and becoming. It is 
no more than what we owe, both to ourselves, and to the 
friend with whom we correspond : for a slovenly and negli- 
gent manner is a mark of disrespect. 

Pliny's letters form one of the most celebrated collections 
of epistles of ancient times. They are elegant and polite ; 
and exhibit a very pleasing and amiable view of the author. 
But thev smell too much of the lamp. They are too highly 
finished; and it is difficult to persuade oneself that the au- 
thor is not casting an eye towards the public, when he is 
appearing to write for his friends only. Cicero's Epistles, 
though not so showy as those of Pliny, are much more 
valuable ; indeed, they are the most valuable collection of 
letters extant in any language. They are composed with 

When does ejnstolaiji^riting become a distiiict spedes of composition; 
and on what, therefore, will much of the merit of ^t depend ? What is its 
fimdamental requisite^ and whyl Why does this not bapish sprifht- 
fihefls and wit 1 What are, generaOy speaking, the best letters ; ana what 
lemark follows 7 What must, however, be remarked ; and why is this the 
caael What is observed of Pliny's Letters; and what are their charao* 
toristics 1 Of those of Cicero, what is remarked 1 How are they coid- 
posed; and what much enhaDces their moit 1 
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parity and eles^nce, but without the least afiectation ; and 
what much enhances their merit, they were written without 
eny intention of being published to the world. Cicero him- 
self it appears, kept no copies of his own letters ; but for 
the large collection still extant, amounting to more than a 
thousand, we are indebted to his freedman Tyro, who col- 
lected and published them after Cicero's death. 

The most distinguished collection of letters in the English 
language, is that of Mr. Pope, Dean Swift, and their friends; 
a part of which are published in Mr. Pope's works, and the 
rest in those of Dean Swift. They are entertaining and 
agreeable ; and contain much wit and refinement. Some of 
them, however, bear the impress of too much study and 
attention. Those of Dr. Arbuthnot deserve high praise; 
being . written with ease and beautiful simplicity. Dean 
Swift's, also, are unaffected ; and as a proof that they are« 
they exhibit his character fully, with all its defects. Several 
of Lord Bolingbroke's, and of Bishop Atterbury's letters, 
are masterly. In those of Mr. Pope, there is, m general, 
too much study ; and his letters in particular to Ladies, are 
too full of affectation. 

The gayety and vivacity of the French genius appears to 
much advantage in their letters, and have given birth to 
several agreeable publications. Balzac and Yoiture are 
both celebrated epistolary writers. The former is swelling 
and pompous ; the latter sparkling and witty. The letters of 
Madame de Sevignd, are esteemed the mo|t accomplished 
model of a fiimiliar correspondence.. They turn, mdeed, 
very much upon trifles, the incidents of the day, and the 
news of the town ; and if they did not, they would not be 
French ; but still, they are easy, varied, lively, and beautiftil. 
The letters of Lady Mary Wortley Montague^ have much 
of the French ease and vivacity; and are, perhaps, more 
remarkable for pure epistolary style, than any other letters 
in the English language. 

There remains one other species of composition in prose, 

As Cicero kept no copies of his letters, how were theypresc^ed 1 What 
is the most distinguished collection of letters in the Efnglish language ; 
and where are they published 1 What is remarked of them ; but of what 
do some of them bear the impress 1 What is observed of those of Dr. 
Arbuthnot, Dean Swia, Lord fiolingbroke, Bishop Atterbury, and Mr. 
Pope 1 Of the gayety and Tiyacity of flie French genius, what is remarked ; 
to what have they given birth ; and what illustrations follow 1 Of the 
ktters of Madame & Sevignd, and of those of Lady Montague, what u 
observed 1 What other species of composition remains to be consideRdI 
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to be considered, and which comprehends a yery numerous, 
though, in general, a very insignificant class of writings, 
under the name of romsnces and norels. These may, at 
first Tiew, seem too insignificant to deserve any particular 
attention ; but their influence is very great, both on the mo* 
rals and the taste of a nation. In reality, fictitious histo- 
ries might be employed for very useful purposes. They 
furnish one of the best channels for conveying instruction, for 
painting human life and manners, for showing the errors 
into which we are betrayed by our passions, for rendering 
virtue amiable, and vice odious, that can possibly be afiforded*. 
The eflfect of well contrived stories towards accomplishing 
these purposes, is g^reater than any efiect that can be pro- 
duced by simple instruction ; and hence we find, that the 
wisest men in all ages, have more or less employed &bles 
snd fictions, as the vehicles of knowledge. These have even 
been the basis of both epic and dramatic poetry. ' It is not, 
therefore, the nature of this sort of writing, conmdered in 
kself^ but the manner of its ejtecution, that exposes it to con-* 
tempt Lord Bacon remarks, that our taste -for fictitious 
history, is a proof of the greatness and dignity of the human 
mind. * Not satisfied with the sober realities of life,' he 
observes, « we create worlds according to our fancy, in order 
to gratify our capacious desires ; accommodating the appear- 
ances of things (o the desires of the mind, not bringing 
down the mind, as history and philosophy do, to tbe course 
of events.* A$ fictitious history, therefore, wants neither 
dignity nor use, we shall make a few observations on the 
rise and progress of it, and the difierent forms it has 
assumed in different countries. 

Fictitious history originated at a very early period of the 
world. In the eastern nations, particularly, the attention 
of men was, from the earliest times, much turned towards 
invention, and the love of fiction. Their divinity, their phi- 
losophy, and their politics, were clothed in fables and pa- 
rables. The Arabian Nights' Entertainments are the 
production of ti romantic invention, but of a rich and amusing 



Why do these deserve particular attention; and why might fictttious 
hiBtories be employed for nsefhl purpoees ? Of their effect, what is farther 
observed; and hence what follows 1 Of what are these the basis; and 
what follows 1 Of our taste for fictitious history, what says Lord Bacon ; 
and, therefore, what shall we do 'i What account is given of tiie origin 
of fictitious history ; of the Aiabian Nighte, what is remarked: and what 
others are mentioned? 
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imagination; exhibiting a singular and curious display of 
manners and characters, and beautified with a very humane 
morality. Among the ancient Greeks and Romans also, 
we hear of fictitious histories, but none of them merit par- 
ticular criticism. 

During the dark ages, this sort of writing assumed a new 
and very singular form, and for a long time made a great 
figure in the world. The martial spirit of those nations 
among whom the feudal government prevailed ; the establish- 
ment of single combat, as an allowed method of deciding 
causes both of justice and of honor ; the appointment of 
champions in the cause of women, who could not maintain 
their own right by the sword ; together with the institution 
of military tournaments, gave rise, in those times, to that 
marvellous system of chivalry, which is one of the most 
singular appearances in the history of mankind. Upon 
these were founded those romances of knight-errantry, 
which carried an ideal chivalry to a still more extravagant 
height thapL it had reached in fact. They exhibited knights 
as patterns, not only of the most heroic courage, but as su- 
perlatively eminent. for religion,, generosity, courtesy, and 
fidelity ; and ladies, who were distinguished, in the greatest 
degree, for modesty, delicacy, and dignity of manners. 

The earliest of these romances was written in the eleventh 
century. The subject is the achievements of Charlemagne 
and his peers, in driving the Saracens out of France and a 

Eart of Spain — ^the same subject that Ariosto has taken for 
is celebrated poem of Orlando Furioso, which, of the roman- 
ces of those times, is unquestionably the most perfect model 
that was produced. In Spain, where the taste for this sort 
of waiting was most prevalent, the ingenious Cervantes, in 
the beginning of the seventeenth century, contributed greatly 
to explode it ; and the abolition of tournaments, the pro- 
hibition of single combat, the disbelief of magic and en- 
chantments, and Xhe general change of manners throughout 
Europe, began to give a new turn to fictitious composition. 
Of the second stage of romance writing, the Cleopatra of 

What is said of this sort of writing during the dark ages \ and what 
gave rise to that marvellous system of chivalry which then nrevailed % 
Upon these what were formed ; and what do they exhibit 1 When was 
the earliest of these romances written ; what is the subject of it ; and of 
Orlando Furioso, what remark follows % What was done by Cervantes 
in Spain ; and what followed ] What are examples of the second stage 
of romance writing; and of these what is observ^ ; and what fi>Uow)ed3 
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Madame Scaderi, and the Arcadia of Sir Philip Sydney t are 
good examples. In these^ however, there was still too lai'ge 
a proportion of the marrelloas ; and the books were too 
Toluminous and unwieldly. Romance writing appearecU 
therefore, in a new form : it dwindled down to the mmiliar 
novel. These, at first, were, in general, of a trifling nataTe* 
without the appearance . of moral taidency, or useful m* 
struction. Latterly, however, novel writing has, in its 
spirit, been very much improved. The conduct of persona 
in interesting situations m real life, has been ezoibited; 
that whatever is laudable or defective in character, might be 
clearly perceived. 

Upon this plan, until recently, the French fiir surpassed 
the English ; and the Gil Bias of Le Sage, the Marianne of 
Marivaux, and the Nouvelle Heloise of Rousseau, stood 
unrivalled. This, however, at present, is jar from bein^ the 
case. Besides Robinson Crusoe, the novels of Mr. Field- 
ing, and those of Mr. Richardson, all of which are well 
known, we have recently produced many works of fiction^ 
which confer the highest honor on both the morals and the 
taste of their authors. Whilst the English language shall 
be understood and appreciated, and a perception of the beau- 
tiful and the pathetic remain, the wcQrks of Sir Walter Scott, 
of Miss Porter, and of some others, of England, and of 
Washington Irving, of America, will continue to be read 
with deep interest, and lasting advantage. 

Whftt wai) at fint, the dumcker of theee ; but vrhai hu novel wriliiiff 
btteily beoomel Upon thk plan, until lecently, how did the FVen^ mad 
the English compare ; and of their present state, what iUostrative lemaiks 
foDowl 
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LECTURE XXXV. 

Nature of poetry— its origin and 
progress— versification. 

As we haye now finished onr observations on the difier- 
ent kinds of writing in proses it remains to treat of poetical 
composition* Before we enter on the consideration of any 
of its particular kinds, we design, in this lecture, as an intro- 
duction to the subject of poetry in general, to treat of its 
nature, give an account of its origin, and make some ob-v 
servations on yersification, or poetical numbers. 

Our first inquiry is. What is poetry ? and wherein does it 
differ from prose ? The answer to this question is not so 
easy as might at first be imagined ; and critics haye dis- 
puted much concerning it. The essence of poetry is sup- 
posed by Plato, Aristotle, and others, to consist in . fiction. 
iBut this is certainly too limited ; for though fiction may 
haye a great share in many poetical compositions, yet many 
subjects of poetry may not be feigned ; as where the poet 
.describes objects which actually exist, or pours forth the 
real sentiments of his own heart. Others naye made the 
characteristic of poetij to lie in imitation. But this is also 
indefinite : for seyeral other arts imitate as well as poetry ; 
and an imitation of human characters and manners may be 
carried on in the humblest proset as well as in the loftiest 
poetic strain. 

Perhaps the best definition that can be given of poetry i8» 
< that it is the language of passion, or of enlivened miagina- 
tion, formed, most commonly, into regular numbers.' As 
the primary aim of the poet is to please and to move, it is 
to the imagination and the passions tnat he addresses himself. 
He may, and he ought to have it in his view, to instruct and 
to reform; but it is indirectly, and by pleasing and moving. 

Of what does it now lemain to tzeati Befi>Te we enter on the con^ 
mSLemtion of any of its particular kinds, aswhat do we design this lecturel 
What is «ur first inquiiy ; and what is remarked of the answerto it? In 
what is the essenoeof poetry sapposed, hy some, to consist; but why m 
this too fimited 1 In what tiiave others made the characteristics of poetry 
to lie ; but why is this mdefinite 1 What is the best definition that can 
be gi^n of poetry; andwhy does the poet addxess himself to th^imafmar 
lioa and the paarionsl 
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that he accomplishes this end. His mind is supposed to be 
animated by some interesting object which fires his imagina- 
tion, or engages his passions ; and which* of course, com- 
municates to nis style a peculiar elevation suited to his ideas ; 
very different from that mode of expression, which is natural 
to the mind in its calm, ordinary state. Though versification 
is, in general, the external distinction of poetry, yet there 
are some forms of verse so loose and familiar, as to be 
hardly distinguishable from prose ; such as the verse of the 
Comedies of Terence ; and were is also a species of prose, 
80 measured in its cadence, and so much raised in its tone, 
as to approach very near to poetical numbers; such as the 
Telemachus of Fenelon ; and the English translation of 
Ossian. The &ct is, so far as the exterior form is concerned, 
verse and prose, on some occasions, run into each other, 
like light and shade. 

It has been often observed that poetry is older than prose ; 
and the concurring voice of all antiquity attests the truth of 
the remark. But in what sense this seemingly strange 
Miradox holds true, has not always been well understood. 
There never, certainly, was any period of society, in which 
men conversed together in poetical nunibers. It was in 
very humble and scanty prose that the first tribes carried on 
intercourse among themselves, relating to the wants and 
necessities of life. But from the very beginning of society, 
there were occasions on which they met together for feasts, 
sacrifices, and public assemblies ; and on an such occasions 
music, song, and dance, made their principal entertainment. 
It is chiefiy in America, that we have the opportunity of 
becoming acquainted with men in their savage state. Among 
the numerous tribes of this vast continent, music and song 
are, at all their meetings, carried on with an incredible de- 
gree of enthusiasm. It is in songs that they celebrate their 
religious rites ; by these they lament their public and pri- 
Tate calamities — tiie death of friends, or the loss of warridrs ; 



What ought he to have in view; but what ibOows t In what state la 
hia mind aupj^oaed to be ; and what does this communicate to his style ? 
Though Tersification, in general, is the external distinction of poetry, yet 
what remark fbUows ; and what illustrations are given 1 What has been 
olten observed ; and what attests the truth of the remaiiL 1 How is this 
seeming paradox fufly explained 1 In what country have we an opportu- 
nity of heccnning acquainted with man in his savage state 1 Among the 
tribes of this vast continent, what is remarked of music and song: and 
bow IS this remark ittustrated 1 
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express their joy on their victories ; celebrate the great 
actions of their nation and their heroes^ ^cite each other 
to perform brave exploits in war, or suffer death and tor- 
ments with unshaken constancy. It is, therefore, in those 
rude efiusions which the enthusiaam of fancy or passion . 
suggested to untaught men, when roused by interesting 
events, and by their meetings together in public assemblies, 
that we see the first beginnmgs of poetic composition. 

Man is, by nature, both a poet and a musician. The same 
impulse which produces an enthusiastic poetic style, prompted 
a certain melody, or modulation of sound, suited ta the emo- 
tions of joy or grief, of admiration, love, or anger. There 
is. a power in souud, which, partly from nature, and partly 
£rom habit and association, makes such pathetic impressions 
on the fancy, as delight even the wildest barbarians. Music 
and poetry, therefore, had the same origin ; they were 
prompted by the same occasions ; they were written in aong ; 
and, as long as they continued united, they* no doubt, na- 
turally tended to heighten and exalt each others power. 
The first poets sung their own verses ; and hence the be- 
ginning of what we call versification, or the management 
of words so as to be suited to some tune or melody. 

From what has been said, it is manifest that the first com- 
positions which were either recorded by writing, or trans- 
mitted by tradition, must have been poetical compositions. 
No other than these could draw the attention of men in theii 
rude uncivilized state. Indeed they knew no other. Cool 
reasoning and plain discourse, had no power to attract 
savage tribes, addicted only to hunting and war. There 
was nothing that could either rouse the speaker to pour 
himself form, or to draw the crowd to listen, but the niffh 
powers of passion, of music, and of song. This vehicle*- 
therefore, and no other, could be employed by chiefs and 
legislators, when they meant to instruct or animate their 
tribes. Indeed, the earliest accounts which history gives 
as concerning all nations, bear testimony to these mcts* 
In the first ages of Greece, priests, philosophers, and states* 



When, theiefim, do we lee the fintbcainniogB of poetic oompm 
WbatisBiaiiby natiue; and howisthuiffladtaitedl What power does 
•omid poMKM; of muoc and jpoetry'what in&renoe is drawn; and what 
vemarfca' foUowl From what has been said, what is manifest; and 
how does it appear that thev knew no other? By whom, and when, mast 
tUi velude have been emptoyed ; and what bear testimony to these ftctsl 
FfOBk the lint aces of €faweoe how u this iUustxated 1 

24* 
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ment all delivered their instructions in poetry. ApoUot 
OrpheuSt and A#iphion, their moet ancient bards, are repre- 
sented as the first tamers of mankind. Minos and Thales 
sung to the lyre the laws which they composed ; and till the 
age immediately preceding that of Herodotus, history had 
appeared in no other form than that of poetical tales. 

in the same manner, among all other nations, poets and 
songs are the first objects that make their appearance. 
Among the Scythian or Gothic nations, many of their kings 
and leaders were scolders or poets ; and it is from their 
Runic songs, that the earliest writers of their history, acknow- 
ledge that they had derived their chief information. Among 
the Celtic tribes, in Gaul, Britain, and Ireland, their bards 
were held in the highest possible estimation, and possessed 
the greatest influence over the people. They were always 
near the person of the chief or sovereign ; they recorded 
all his great exploits ; they were employed as the ambassa- 
dors betweea contending tribes, and their persons were held 
sacred. 

From this it follows, that as we have reason to look for 
poems and songs among the antiquities of all countries, so 
we may expect, that during their infency, there will be^ in 
the strain of these, a remarkable resemblance. The occasions 
of their being composed, are every where nearly the same. 
The praises of gods and heroes, the celebration of famed 
ancestors, the recital of martial deeds, songs of victory, and 
songs of lamentation over the misfortunes and death of their 
coiutrymen, occur amongst all nations ; and the same en- 
thusiasm and fire, the same wild and irregular, but animated 
composition, concise and glowing style, bold and extravagant 
fibres of speech, are the general distinguishing characters 
of all the most ancient original poetry. 

Diversity of climate, and of manner of living, will, how- 
ever, occasion some diversity in the strain of the first 
poetry of nations ; chiefly according as those nations are of 
a more ferocious, or more gentle spirit; and according as 
they advance fester or sloweJr* in tie art of civilization. 
Thus we find all the remains of the anei^it Grothic po- 
— ■ - ' ■ " ■' - '■ ' " ■ . -. I. I ■ ■ . » ' ' • •• - 

In the same manner, who are the first objects that make their appear- 
aaoe amons all nations ; and how is this iflastrated from the Scytmans, 
and the Celtic tribes 1 What station did they occupy 1 From this what 
follows; and how is this fully illustrated 1 What will be the ejSect of 
divemty of climate ; and according to what 1 What illustration of this 
remark is given from,thfi Gothic, Peruvian and Chinese, Cehic, Grecian, 
ud Penian poetry 1 ' ' 
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etry remarkably fierce, breathing nothing but slaughter 
and blood ; while the Peruvian and Chinese songs turned, 
from the earliest times, upon milder subjects. *The Cel- 
tic" poetry, in the days of Ossian, though chiefly of the 
martial kind, yet had attained a considerable mixture of ten- 
derness and refinement. Among the Grecians, poetry ap- 
pears to have soon received a philosophical cast, if we may 
judge froni the subjects on which it was, at an early period, 
employed ; and the Arabians and Persians used poetry as the 
medium of their moral instructions. 

During the infancy of poetry, all the different kinds of it 
were mingled in the same composition, according as inclina- 
lion, enthusiasm, or casual incidents, directed the poet's 
strain. In the progress of society and arts, they began to 
assume those different forms^ and to be distinguished by 
those different names, under which we now know them. 
Odes would naturally be among the first compositions; 
according as the bards were roused by religious feeling, 
love, or any other warm sentiment, to pour themselves forth 
in song. Elegiac poetry would as naturally arise from 
lamentations over their deceased friends. The recital of the 
achievements of their ancestors, and their heroes, gave birth 
to what we now call epic poetry ; and in the introduction of 
different bards, speaking in the character of their heroes, 
we find the first outlines of tragedy or dramatic writing. 

Poetry, in its ancient original condition, was, perhaps, 
more vigorous than it is in its modern state. It mcluaed 
then the whole burst of the human mind — the whole exertion 
of its imaginative Acuities. It spoke the language of passion, 
and no other ; for to passion it owed its' birth. Prompted 
and^ inspired by objects which to him seemed great, by 
events which interested his country or his friends, the early 
bard arose and sung. He sung, indeed, in wild and disor- 
derly strains ; but they were the liative effusions of his 
heart; they were the ardent conceptions of admiration or 
resentment, of sorrow or friendship, which he poured forth. 
In after ages, however, when poetry became a regular art, 
^— ^— ^— ^ I . I ■ Ill ' I ■ I 

During the infancy of poetry, what is remarked of all the different 
Undfi ; and what was the effect of improvement in arts 1 What would 
naturally be among the first compositions ; and why 1 How would elegiac, 
^Mc, and dramatic poetry, naturally originate'? What is remarked of 
poebry in its ancient condition ; and what did it then included Wh^ did 
It gpeak the language of passioi^ only ; and how is this illustrated 1 What 
is remarked, however, of the poefry of after ages \ and what illustration 
fiiUowsl 
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And in the anoolfa deieriptiw | nrarmnr M\ 
IfOng loved, adored idea% | ftU nditiL 

We hare taken our examples from yerees in rhyme ; because 
in tlieae our versification is subjected to the strictest law* 
As blank verse is of a freer kind* and naturally is. read with 
lets cadence or tone, the pauses in it, and the effect of them* 
are not always so sensible to the ear. It is constructed* how- 
ever, entirely upon the same principles with respect to the 
place of the pause, and is a noUe, bold, and disencumbered 
mode of versification. It is free from the frdl close which 
rhyme forces upon the ear at the termination of every 
conplet. Hence it is peculiarly suited to subjects of diffnity 
and force. It is more fiivorable than rhyme to the submne, 
and the highly pathetic. Rhyme finds a proper place in the 
middle regions of poetry ; and blank verse in the highest* 

The present form of our English heroic rhyme in couplets* 
is a modem species of versification. The measure generally- 
used in the cuiys of dueen Elizabeth and James I., was the 
stanza of eight lines. Waller was the first who gave the 
frshion to couplets; and Dryden established the usage* 
'Waller harmonized our sense, and Dryden carried it to per- 
fection. The versification of Pope is peculiar. It is flow- 
mgand smooth, correct and labored, in the highest degree. 
He has totally thrown aside the triplets, which are so common 
in Dryden and the older poets. ^ As to ease and variety, Dry- 
den excels Pope. He makes his couplets to run into one 
Miother, and has somewhat the freedom of blank verse. 

Wbenoe haire wo taken our examples ; why j and of blank yerae what 
ii lanududl tVom what is it free ; to what is it suited : and fiv what 
flKvofable 1 What is observed of the present fonn of our heroic rhyme : 
sad when was the skanxa of eight lines used 1 Of Waller, Dryden^ aoa 
"Pufe, what is lemarhLed ; and how do the two latter compaie 1 
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LECTURE XXXVl. 

PASTORAL POETRY— LYRIC POETRY. 

Having, in the last lecture, given an account •£ the rise 
«nd progress of poetry, and made some observations on the 
nature of Englisn versification, we proceed to treat of the 
chief kinds of poetical composition, and of the critical rules 
that relate to them. We shall first consider pastoral poetry* 

It has been a prevailing opinion among authors, that, 
because the life which mankind at first led was rural, there- 
fore their first poetry was pastoral, or employed on the cele- 
bration of rural scenes and objects. That it would borrow 
many of its images and allusions from those natural objects 
with which men were best acquainted, there can be no doubt ; 
but the calm and tranquil scenes of rural felicity were, by 
no means, the first objects which inspired that strain of 
composition, which we now call poetry. It was inspired in 
the nrst periods of every nation, by events and objects which 
roused men's passions ; or, at least, awakened their wonder 
and admiration. The actions of their gods and heroes, their 
(Own exploits in war, the successes or misfortunes of their 
countrymen and friends, furnished the first themes to the 
bards of every country. It was not till men had begun to 
assemble in great cities, and the bustle of courts and large 
societies was known, that pastoral poetry assumed its pre- 
sent fomi. Men then began to Iook back upon the more 
simple and innocent life which their forefathers had led, 
or which, at least, they fimcied them to have led: they 
looked back upon it with pleasure, and in those rural 
scenes and pastoral occupations, supposing a degree of feli- 
city to take place, superior to what they now enjoyed, con- 
ceived the idea of celebrating it in poetry. In the court of 
king Ptolemy, Theocritus wrote tne first pastorals with 
which we are acquainted ; and in the court of Augustus, 
Virgil imitated him. 

Wbat wafl done in the last lednrd ; and to what do we nowprooeedl 
Of pastoral poetry, what opinion has prevailed ; and of this opinion what 
does oar author remarki By what was It inspMd ; and what Aimished 
the first themes to the bards of every country 1 It was not till when that 
paMoral poetry assumed iti present form ; wh^ did men then begin to do ; 
and what followed 1 Who wrote the first pastorals; where; and' by whom 
was he imitated; and where? 
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The pastoral ia a natural and very agreeable form of poetic 
composition. It raoalls to our imagination those gay scenes 
and pleasipg- views of nature> which are generally the de- 
light of our childhood and youth ; and to which, in more 
advanced years, the greater part of men recur with pleasure. 
It exhibits to us a life, with which we are accustomed to 
associate the ideas of peace, of leisure, and of innocence. 
It transports us into the calm elysian regions. At the same 
time, no subject seems to be more favorable to poetry. 
Amidst rural objects, nature presents, on all hands, the finest 
field for description; and nothing appears to flow more 
readily into poetical numbers, than rivers and mountains, 
meadows and hills, flocks and trees, and shepherds void of 
care. Hence this species of poetry has, at all times, allured 
manv readers, and excited many writers. 

Tne pastoral poet must form to himself the idea of a rural 
state, such as in certain periods of society may have actually 
taken place, where there was ease, equality, and innocence— 
where shepherds were gay and agreeable, without being 
learned or refined; and plain and artless, without being 
gross and wretched. The great charm of pastoral poetry 
arises from the view which it exhibits of the tranquillity and 
happiness of rural life. This pleasing illusion,, therefore, 
the poet must carefully maintain. He must display to us all 
that is agreeable in that state, but hide whatever is displeas- 
ing. Distresses, indeed, and anxieties, he may attribute to it ; 
for it would be altogether unnatural to suppose any condition 
of human life to be without them'; but they must be of such 
a nature, as not to shock the fancy with any thing peculiarly 
disgusting in the pastoral life. In short, the pastoral poet 
should be careful to exhibit whatever is'most pleasing only, 
in the pastoral state. He musj paint its simplicity, its tran- 
quillity, and its happiness ; but conceal its rudeness and 
misery. His pictures must not be those of real life. It is 
suflicient that they resemble it. He has occasion, accord- 
ingly, for great art. And to have a proper idea of pastoral 

What does the pastoral recal to our imagination; and what does it ex- 
hibit to us ? Whence does it transport us ; and how does it appear to be, 
of all subjects, most favorable to poetry 1 Hence What has followed 1 Of 
what state must the pastoral poet form to himself an idea? From what 
does the great charm of pastoral poetry arise ; and how must this T^Aetamg 
itluflion be kept up 1 What may he attribute to it ; why ; but of what 
nature must they be ? In short, of what should the pastoral poet be care- 
ful; and how is this Illustrated 1 To hate aproper idea of pastoral poetry, 
what must.we consider 1 
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poetry, we must consider, first, the scenery; next) the 
characters ; and, lastly, the subjects which it exhibits. 

The scene, it is evident, must always be laid in the coun- 
try ; and much of the poet's merit depends on describing it 
beautifully. Virgil is, in this respect, excelled by Theocri- 
tus, whose descriptions of natural beauties are richer and 
more picturesque than the other. In every pastoral, a rural 
prospect should be drawn with distinctness. It is insipid to 
nave unmeaning groups of roses and violets, of birds, and 
breezes, and brooks. A good poet should give us such a 
landscape as a painter could copy. His objects must be 
particularized ; the stream, the rock, or the tree, must each 
of them stand forth, so as to make a figure in the imagina- 
tion, and to give us a pleasing conception of the place where 
we are. In his allusions to natural objects, too, as well as 
in professed descriptions of scenery, the poet should study 
clearness and variety. He must diversify his face of nature, 
by presenting to us new images ; or otherwise, he will soon 
become insipid. It is also incumbent on him to suit the 
scenery to the subject of the pastoral ; and, according as it is 
of a gay or melancholy kind, to exhibit nature under such 
forms as may correspond with the emotions or sentiments 
which he describes. Thus Virgil, when he gives the 
lamentation of a- despairing lover, communicates a gloomy 
sadness to the scene. 

Tantum inter denaas, umbrosa cacumina, fagofl 
AssiduS veniebat ; ibi haec incondita solus 
Montibus et Sylvis studio jactabat inani< 

Mid shadee of thickest beach he pin'd alone, 

To the wild woods and mountains made his moan i 

Still day bv day, in incoherent strains, 

'Twas all he could, despairing told his pains. Wartan^ 

With regard to the characters in pastorals, it is not 8uffi« 
cient that they are persons who reside constantly in the 
country. Courtiers and citizens, who resort occasionally 
to retirement, would not figure well in pastorals* The per* 

Where must the scene he laid ; what follows ; and how do Virgil mod 
Theocritus, in this respect, compare 1 In everrjp^jilaral what shoiild b« 
done J and whyl What should a good poet do; and how is this iUus- 
trated 1 What is remarked of allusions to natural objects ; and how is 
this, also, illustrated 1 What is also incumbent on him ; and what follows 1 
What illustration of this remark is given from Virgil % Willi regard to 
characters in pastorals, what is not su^icient 1 Who would ttol figois 
well in pastorau; and why 1 

25 
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3ons in such poems must be actual shepherds, and wholly 
engaged in rural occupations. The shepherd must be plain 
and unaflTected, without beinc^ dull or insipid. He may have 
good sense and reflection; he may hare sprightliness and 
vivacity ; he may have very tender and delicate feelings ; 
since these are, more or less, the portion of man in all ranks 
of life ; and since, doubtless, there was much genius in the 
world, before there were learning or arts to refine it. But 
then he should never deal in general reflections, or in con- 
ceits, for these are consequences of refinement. When 
Aminta, in Tasso, is disentangling his mistress's hair from 
the tree to which a savage had bound it, he is represented as 
saying : • Cruel tree ! how couldst thou injure that lovely 
hair which did thee so much honor ? Thy rugged trunk was 
not worthy of such lovely knots. What advantage have the 
servants of love, if those precious chains are common to 
them, and to the trees.' Strained and forced sentiments like 
these, suit not the words. The language of rural person- 
ages is that of plain good sense, and natural feeling. Hence 
the charm of tne following lines in Virgil : 

SepibuB in noatris parvam te roscida mala 
(Dux ego vester eram) vidi cum matre legentem : 
Alter ao undecimo turn me jam cepent annui^ 
Jam fraf^lea pateram ^ terrt contine^ere ramoo. 
Ut vidi, ut perii, ut me malua abstulit error ! 

Once with your mother to our field you came 

For dewy apples ; thence I date my flame ; 

The choiceot fruit I pointed to your vi^w, 

Though young, my raptur'd soul was fijc'd on you ; 

The boughs I just could reach with little arms ; 

But then, even then, could feel thy powerful charm& 

O, how I gaz'd, in pleasing transport tost : 

How glow'd my heart, in sweet aelusion lost! Warton. 

With respect to the subject of pastorals, there is a nicety 
which is absolutely necessary. For it is not enough, that 
the poets should give us shepherds discoursing together. 
Every good poem must have a topic that should, in some way, 
be interesting. In this lies the difficulty of pastoral poetry. 
The active scenes of country life are too barren of incidents. 

What qualities may the shepherd possess; and for what reason 1 But 
hi what should he never deal; why; and what illustration is ffiven firom 
Tasso 1 What is the langua^ of rural personages; and of this what 
iHustration is given from Virgil 1 With respect to tl^ subjects of pasto> 
rals, what is remarked; and why? Every good poem must have what: 
and of this what is remarked? Of the active scenes of country life, and 
of the condition of the shepherd, what is observed ; and hence what has 
iiUewedl 
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The condition of a shepherd has few things in it that produce 
curiosity and surprise. Hence the generality of pastorals 
are common place, and unusually insipid. Yet this insipi- 
dity is not to he ascrihed altogether to the harrenness of tne 
topics. It is, in a great measure, the fault of the poet ; for 
human passions are much the same in every situation and 
rank of life. And what an infinite variety of objects within 
the rural sphere do the passions present ! The various ad- 
ventures which give occasion to those engaged in country 
life to display their disposition and temper ; the scenes of 
domestic felicity or disquiet; the attachment of friends and 
brothers ; the rivalship and competition of lovers ; the un- 
expected success or misfortunes of families, might give 
occasion to many pleasing and tender incidents ; and were 
more of the narrative and sentimental intermixed with the 
descriptive in this kind of poetry, it would become much 
more mteresting to the bulk of readers, than it now is. 

The two great fathers of pastoral poetry are Theocritus 
and Virgil. Theocritus was a Sicilian, and has laid the 
scene of his pastorals in that country. For the simplicity 
of his sentiments, the harmony of his numbers, and the 
richness of his scenery, he is highly distinguished. He is 
the original of which Virgil is the imitator : for most of 
Virgil's highest beauties are copied from Theocritus. ' He 
must be allowed, however, to have imitated him with great 
judgment, and, in some respects, to have improved upon 
him. For Theocritus sometimes descends into ideas that 
are gross and mean, and makes his shepherds abusive and 
immodest ; while Virgil is free from offensive rusticity, i^nd, 
at the same time, preserves the character of pastoral sim- 
plicity. 

The modem writers of pastorals have, in general, inii- 
tated Theocritus and Virgil. Sannazarius, however, a Latiii 
poet, in the age of Leo X., attempted a bold innovation, by 
composing piscatory eclogues, and chan&^ing the scene from 
woods to the sea, and from the life of shepherds to that of 

Yet, to what is this insipidity not to be ascribed ; and why is it the fault 
of the poet 1 What objecte within the rural sphere do the (Missions proi 
•ent 1 What would render this kind of poetry still more interesting t 
Who are the others of pastoral poetry ; and what is observed of the former t 
How does Virsil compare with nim ; and what is farther remarked on this 
•abject 1 What is remarked of the modern writers of pastorals 1 Who. 
however, atJtevaflted a bold Innovation ; what was it ; and why did it n<x 
succeed 1 
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fifthermen. But his attempt was unhappy, and he has had 
no imitators. The toilsome life of the fisherman had 
nothing agreeable to present to the imagination. Fish and 
marine productions have nothing poetical in them. Of all 
the moderns, Gesner, a poet of Switzerland, has been the 
most happy in his pastoral compositions. He has introduced 
in his Idyls many new ideas. His scenery is striking, and 
his descriptions are lively. He presents pastoral life to us, 
with all the embellishments of which it is susceptible ; but 
without any excess of refinement. But what forms the chief 
merit of his poetry is, he writes to the heart ; and has en- 
riched the subject of Idyls with incidents which give rise to 
much tender sentiment. Scenes of domestic felicity are 
beautifully painted. The mutual afiection of husbands and 
wires, of parents and children, of brothers and sisters, as 
well as of lovers, are displayed in a touching manner. 

Neither the pastorals of Mr. Pope, nor those of Mr. 
Philips, are a great honor to English poetry. Those of Mr. 
Pope were composed in his youth ; which may be an apology 
£)r other &ults, but cannot well excuse the barrenness that 
appears in them. They are written, it is true, in remark- 
aoly smooth and flowing numbers, but this is their principal 
merit ; for there is scarcely a thought or a description in 
them, which is not a repetition of what is to be found in 
Yirgily and all other poets who write of rural themes. 
Philips attempted to be more simple and natural than Pope ; 
but he wanted genius to support the attempt. His topics^ 
like those of Pope, are beaten ; and instead of being natural 
and ;simple, he is insipid and flat. The Shepherd's Week 
4)f Mr. Gray was designed to ridicule Philips; and is an 
ingenious burlesque of pastoral writing, when it copies, too, 
con^letely, the manners of clowns and rustics. Mr. Shen- 
iStone's pastoral ballad, is one of the most elegant poems in 
the English language. 

The Gentle Shepherd of Allan Ramsay, is a pastoral 
i&omposition which must not be omitted. For this adniirable 
poem it is, perhaps, a disadvantage, that it is written in the 



Of Gesner, what is observed ; and what ia the character of his IdybJ 
But what is it that forms the chief merit of his poetry ; and how is Uiis 
ittuflttraled 1 What is said of Mr. Pope's, and of Mr. Fhilips's pajstorals; 
and how is this remark fully illustrated 1 Of Mr. Gay's Shepherd's Week, 
and of Mr. Shenstone's pastoral ballad, what is observed 1 What is saia 
of the GSentle Shepherd of Allan Ramsay ; and to this poem what are 
disadTanftages % But what are its excellences 1 
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old rustic dialect of Scotland, which must soon be obsolete : 
and it is a farther disadvantage to it, that it is formed so 
accurately on the rural manners of Scotlandt that none but 
a native of that country can fully understand or relish it. 
But of natural description it is full ; and it excels in tender- 
ness of sentiment. The characters are skilfully drawn-; 
the incidents are affecting, and the scenery and manners are 
lively and correct. 

We proceed next to treat of lyric poetry, or the ode—a 
species of poetical composition which possesses much dig- 
nity, and in which many writers have distinguished them- 
selves in every age. Ode is, in Greek, equivalent to song 
or bynm ; and lyric poetry implies, that the verses are ^ccom- 
pamed with a lyre, or with a musical instrument. The 
ode retains its first and most ancient form ; and sentiments 
of some kind or other constitute its subject. It recites not 
actions ; but its spirit, and the manner of its execution, give 
it its chief value. It admits of a bolder and more passionate 
strain, than is allowed in simple recitations. Hence the 
enthusiasm that belongs to it. Hence, too, that neglect of 
regnlaHty, and that disorder it is supposed to admit. 

There are four denominations under which all odes may 
be classed. First, hymns addressed to the Supreme Beingt 
and relating to religious subjects. Of this nature are the 
Psalms of David, which exhibit to us this species of lyric 
poetry, in its highest degree of perfection. Secondly, hei 
roic odes, which concern the celebration of heroes and great 
actions. Of this kind are the odes of Pindar ; and the splendid 
Marco Bozzaris of F. G. Halleck. Thirdly, moral andphi-i 
losophical odes, which refer chiefly to virtue, friendship, and; 
humanity. Of this kind are many of the odes of Horace, 
and several of our best modern lyrics ; among which are, 
* The burial of Sir John Moore,' by the Rev. Mr. Wolf, and 
Halleck's elegiac, on the death of Dr. J. R. Drake — both, 
most £nished productions. Fourthly, festive and amorous 
odes, which are calculated for pleasure and ^amusement. 
Of this nature are the odes of Anacreon, and many of those 
of Thomas Moore. 



To tnstof wfaAt do we next proceed ; and of it what is remarked 1 To what 
is ode equivalent ; and what does it signify 1 What does the ode retain ; 
what conatitttte its sabject; and what give it its chief value 1 Of what 
does it admit ; and hence what follows 1 Under how many denominatfani 
may all odes bs daased* and what are instances and examples of eachl 

25* 
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As enthuBiasm is considered the characteristic of the ode, it 
has too much degenerated into licentiousness ; and this spe- 
cies of writing has, above all others, been infected with the 
want of order, method, and connection. The poet is imme- 
diately out of sight. He is so abrupt and eccentric, so 
irregular and obscure, that we cannot partake of his raptures. 
It is not, indeed, necessary, that the structure of the ode 
should be so perfectly exact and formal as a didactic poen;. 
But in every work of genius there ought to be a whole, and 
this whole should consist of parts. These parts, too, should 
have a bond of connection. In the ode, the transitions from 
thought to thought may be brisk and rapid, but the connection 
of ideas should be preserved ; and the author should thinky 
and not rave. 

Pindar, the great father of lyric poetry, has led his imi- 
tators into wildness and enthusiastic fancy. They imitate 
his disorder, without catching his spirit. In Horace every 
thing is correct, harmonious, and happy. His elevation is 
moderate and not rapturous. Grace and elegance are his 
characteristics. He supports a moral sentiment with dignity, 
touches a gay one with felicity, and has the art to trifle most 
agreeably. His language, too, is always very fortunate. 
Buchanan's Ode to the First of May, is a beautiful produce 
tion. 

In die Fxench, the odes of Jean Baptiste Rousseau, ar^ 
justly celebrated for great beauty of sentiment and expression* 
In our own language. Dry den's ode on St. Cecilia is well 
known. Mr. Gray, in some of his odes, is eminent for ten- 
derness and sublimity; and in the more recent works of 
Bums and Campbell, there are found several very beauliiul 
lyric poems. 

Aft enthnsiAsm is considered the characteristic of the ode, what Has fol- 
lowed I and how is this illustrated 1 What is not, indeed, neoeasairy ; but 
what remarks follow 1 What is observed of Pindar, and of his imitiatoni t 
What is remarked of Horace ; and what other beautiful poem is men- 
tfoned 7 • Of odes in the French and the English languages, what i^ 
obwrved; aqd what are examples 1 
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LECTURE XXXVII. 

DIDACTIC POETRY— DESCRIPTIVE POETRY. 

Haying treated of pastoral and lyric poetry, we proceed 
next to didactic ; the express intention of whicn is to convey 
instruction and knowledge. A didactic poem differs in 
form only, from a philosophical, a moral, or a critical treatise 
in prose. At the same time, by means of its form, it has 
several advantages. By the charm of versification and 
numbers, it renders instruction more agreeable ; by the 
descriptions, episodes, and other embellishments, which it 
iliay interweave, it detains and engages the fancy ; it fixes, 
also, useful circumstances more deeply in the memory. 

A didactic poem may be executed in different ways. The 
poet may choose some instructive subject, and he may treat 
it regularly, and in form ; or without intending a great or 
regular work, he may only inveigh against particular vices, 
or mtke some moral observations on human life and charac- 
ter«. But the highest species of didactic composition, is a 
formal treatise on some philosophical or grave subject. Of 
this nature we have several, both ancient and modern, of 
great merit and character : such as Virgil's Georgics, Po|)e's 
Essay on Criticism, Akenside's Pleasures of the Imagination, 
Ammtrong on Heabh, Young's Night Thoughts, Gold* 
flpnkb's Traveller and his Deserted Village, Campbell's Plea- 
sores bf Hope, Horace's, Vida's, andBoileau's Artof Poetry. 
' In.ailsuth works, as instruction is the professed object, 
the fundamenutal merit consists in sound thought, just prin- 
ciples, clear and apt illustrations. It is necessary, however, 
that the poet enliven his lessons by figures, and incidents, 
and poetical painting. Virgil, in his Georgics, presents us 
here with a perfect model. He has the art of raising and 

' To what kmd bf poetry do we now proceed ; and what is the intentum 
of it Y From whal does a didactic poem differ in form only ; and at tha 
mum time, by means of its fi)rm; what advantaces has it J In what differ- 
cat ways may b didactic poem be executed 1 But what is the highest spe- 
cies of didactic composition ; and of this nature, what examples have we ? 
In all sock works, in what does the fundamental merit consist ; but what. 
hMrevor, m neoetmty 1 Of this, where have we a perfect model j and 
what art does he posseds 1 
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beautifying the most trivial circumstances in rural life. 
When he is to say that the labor of the farmer must begin in 
spring, he expresses himself in the following manner : 

Vere novo, eelidus canis cum montibua humor 
Liquitur, et iZephyro putris ac ^Icba reaolvit; 
Depreaao ineipiat jam turn mihi Taiurui ahitro 
Ingemere, et sulco atthtuB ■piendeacere vomer. 

While yet the spring w young, vhile earth nnbindi 

Her frozen bosom to the western winds ; 

While mountain snows dissolve ac^ainst the sun, 

And streams yet new from precipices run ; 

Even in this early dawning* of tne year, 

Produee the ploueh, and yoke the sturdy steer. 

And eoad him lilT he jg^roans beneath his toil, 

Till ue bright share is buried in the soil. Dryden. 

And instead of telling his husbandman in plain language, 
that his crops will fail through bad management, his lan- 
guage is, 

Heu, magnum alter lus frustra spectabisacervuxn, 
Goncttssaque fiunem in silvis solabere quercu. 

On others* erops you may with envy look, 

And shake for food the long abandoned oak. Dryden. 

In all didactic works, such a method and order are requi- 
site, as shall exhibit clearly a connected train of instruction. 
With regard to episodes and embellishments, the writers of 
didactic poetry may indulge in great liberties. For in a 
poetical performance, a continued series of instruction, with- 
out entertaining embellishments, would fatigue, and even 
disgust. The great art of rendering a didactic poem inter*' 
esting, is to relieve and amuse the reader, by connecting 
some agreeable episodes with the principal subject These-. 
are always the parts of the work which are best known, atid 
which contribute most to support the reputation of the poet. 
The digressions in the Georgics of Virgil are all admirable. 
The happiness of a country life, the fable of Aristeas, and 
the tale of Orpheus and Eurydice, cannot be praised too 
highly. 

A didactic poetought, also, to exert his skill in connecting 
bis episodes happily with his subjects. Virgil is dis- 

To illustrate this remark, what examples are given 1 In idl didacdo 
works, what are requisite ; but with regard to what may they inda^ at' 
great liberties ; and why 1 What is the great ait of rendeiii^ * di£ctie 
poem interesting; and of these, what is observed 1 From Viigil wfaaftf 
c&camples are mentioned 1 In what ought a didactic post atao te e^^mi hi*. 
•kiU; and in this, also, who iB distinguished 1 
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tinguished for bis address in this point also. After seeming 
to have left his husbandmen, he again returns to them very 
xmturally by laying hold of some rural circumstance, to 
terminate his digression. Thus, having spoken of the 
l>attle of Pharsalia, he subjoins immediately, with much art : 

Scilicet et tempus veniet, cum finibus illia 
Agricola, incurvo tenram molitus aratro^ 
Exefla inveniet scabra rubigine pila ; 
Aut gravibuB rastris galeas pulsabit jnanee^ 
Grandiaque effi>Mis milttbitur osaa sepulchris. 

Then, after length of time, the laVring swaine 

Who turn the turf of these unhappy pTaina^ 

Shall rusty arms from the plougnM turrows take^ 

And over empt^ helmets pass the rake ; 

Amus'd at anticjue titles on the stones, 

And mighty relics of gigantic bones. ' Dryden. 

In. OUT own language, as didactic writers, Dr. Akenside, 
Dr. Armstrong, Dr. Young, Dr. Goldsmith, and Mr. Camp- 
bell, are all celebrated. In his Pleasures of the Imagina- 
tion, Dr. Akenside has attempted the most rich and poetical 
£)rm of didactic writing ; and though, in the execution of 
the whole he is not equal, he has, in several parts, succeeded 
happily, and displayed much genius. Dr. Armstrong, in 
his Art of Preserving Health, has not aimed at so high a 
atrain as the other. But he is more equal ; and maintains, 
throughout, a chaste and correct elegance. 

As a moral and didactic writer, Dr. Young is very emi- 
nent. In all his works the marks of strong genius appear. 
His Universal Passion possesses the full merit of that ani- 
mated conciseness of style, and lively description of charac- 
ters, which are particularly requisite in didactic compositions. 
Though his wit may often be thought too sparkling, and his 
sentences too pointed, yet the vivacity of his fancy is so 
great, as to entertain every reader. In his Night Thoughts 
there is great energy of expression, several pathetic passages, 
many happy images, and many pious- reflections. But it 
must be allowed, that he is sometimes overstrained and 
turgid, harsh and obscure. 



To illustrate this remark, what passion is given 1 In our language, who 
are celebrated as didactic writers ; and of Dr. Akenside's Pleasures of 
the Imagination, and Dr. Armstrong's Art of Preserving Health, what is 
femarked 1 As a moral and didactic writer, what is observed of Dr. 
Young 7 Of his Universal Passion, and of his Kight Thouglvts, what ia 
remaned ; but what must be allowed? 
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In praise of the Traveller, and of the Deserted Village, 
of Dr. Goldsmith, and of the Pleasures of Hope, of Camp- 
bell, too much can scarcely be said. They are in every 
one^s hands — live in every one's memory — are felt in every 
one's heart ; and are the daily delight of thousands. Their 
merits are so universally acknowledged, that the opinion of 
the critic and the commentator is no longer asked upon 
them. * Song,' says an elegant writer, ' is but the eloquence 
of truth ;' and of this*eloquence are these poems made up — 
eloquence that will ever be listened to — truth that it is im* 
possible to doubt. 

Of didactic poetry, satires and epistles run into the most 
familiar style. It is probable, that the satire is a relic of 
the ancient comedy, tne grossness of which was corrected 
by Ennius and Lucilius. It was Horace, however, who 
brought it to the perfection in which we now behold it. As 
it professes to have in view the reformation of manners, vice 
and vicious characters are its objects. It has been carried 
on in three different ways, by Horace, Juvenal, and Perseus. 
The satires of Horace have not much elevation. They rise 
but little above measured prose. Ease and grace are his 
characteristics ; and he glances rather at the follies and 
weaknesses of mankind, than at their vices. He.reproves 
with a smiling aspect ; and while he moralizes like a sound 
philosopher, he discovers the politeness of a courtier. Ju- 
venal is more declamatory and serious ; and has greater 
strength and fire. Perseus is disting^shed for the noble- 
ness and sublimity of his morality. 

Poetical epistles, when employed on moral and critical 
topics, have a resemblance, in the strain of their poetry, to 
satires. But in the epistolary form, many other subjects 
may be treated. Love poetry, or elegiac, may for example, 
be carried on in this manner. The ethical epistles of Pope 
are a model; and he shows in them the strength of his 
genius. Here he had a full opportunity for displaying his 



What ifl observed of the Traveller and the Deserted Villaffe of Gold- 
nnith, and of the Pleasnres of Hope of Campbell ; and how is ttiis remark 
fully illustrated 1 What is the most famUiar style of didactic poetiy ; and 
of this what is remarked ? Who perfected it; and what remarks follow 1 
What is said of the satires of Horace ; and of Juvenal and Perseus, abo^ 
what is remarked 1 When have poetical epistles a resemblance to satires ; 
and what remarks follow 1 What is observed of the ethical epistles of Mr. 

^°P? \ P®*®' to ^ ^^^ had he an opportunity : and what m BRmarked 
of his mutations of Horace 1 
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judgment and wit, his cOncise and happy expression, 
together with the harmony of his numbers. His imitations 
of Horace are so happy, that it is difficult to say whether 
the original or the copy is the most to be admired. 

We proceed next to treat of descriptive poetry, in which 
the highest exertions of genius may be displayed. In 
general, indeed, description is introduced as an embellish- 
ment, and constitutes not, properly, any particular species 
or mode of composition. It is the great test of a poet's 
imagination, and never fails to distinguish the original from 
the second-rate genius. A writer of an inferior class, sees 
nothing new or peculiar in the object he would paint ; his 
conceptions of it are loose and vague ; and his expressions, 
feeble and general. A true poet, on the contrary, places an 
object before our eyes. He catches the distinguishing fea- 
tures of it ; gives it the color of life and reality ; and places 
it in such a light that a painter might copy after him. 

The great art of picturesque description lies in the selection 
of circumstances. In the first place, these should never be 
vulgar or common ; but as for as possible, new and original, 
that they may catch the fancy, and attract the attention. In 
the next place, they ought to be such as particularize the 
object described, and mark it strongly ; for all distinct ideas 
are formed upon particulars. In the third place, there should 
be a uniformity in the circumstances which are selected. In 
describing a great object, all the circumstances brought for- 
ward should tend to aggrandize it ; and in exhibiting a gay 
object, all the circumstances should contribute to increase 
its beauty. In the last place, the circumstances in descrip- 
tipA should be expressed with conciseness and simplicity; 
for, when they are either too much exaggerated, or too long 
dwelt upon and extended, they never fail to enfeeble the 
impression that is designed to be made. 

The largest and fullest descriptive performance, in any 
language, is the Seasons of Thomson — a work which 

To what do we now proceed ; and of it what remark foUows J Of what 
18 it the great test ; what does it always distinguish ; and how is this iUiu- 
tfated 1 In what does the great art of picturesque description lie ; and in 
the first place, of these what is remarked ; and wbv 1 In the next place, 
of what Kind should these be ; and why 1 In the third place, what should 
there be in the circumstances selected ; and how is this illustrated 1 In 
Ae last place, whyshould the circumstances be expressed with condseness 
and simplicity 1 What is the largest descriptive performance in any lan- 
guai^e j and what is said of it 1 
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possesses rery uncommon merit. Though the style, in the 
midst of much splendor and strength, is sometimes harsh 
and indistinct ; yet, notwithstanding this defect, he is a strong 
and beautiful describer ; for he possessed a feeling heart, 
and a warm imagination. He had studied nature with great 
care ; was enamored of her beauties ; and had the happy 
talent of painting them like a master. Several instances of 
most beautiful description might be selected from him, such 
as the shower in Spring, the morning in Summer, and the 
man perishing in the snow in Winter. But, at present, we 
shall produce a passage of another kind, to show the force 
of a single well chosen circumstance, to heighten a descrip- 
tion. In his Summer, relating the effect of heat in the torrid 
zone, he is led to take notice of the pestilence that destroyed 
the English fleet at Carthagena, under Admiral Vernon. 



You, gallant Vernon, saw 



The miserable scene ; you pitying saw, 
To infant weakness sunk the warrior's arm ; 
Saw the deep racking pang ; the ghastly form; 
The lip pale quiYYiug ; and the b^mlesa eye 
No more with ardor bright ; you heard the groans 
Of agonizing ships from shore to shore ; 
Heard nightly plunged, amid the sullen waves^ 
The frequent corse. 

All the circumstances here selected, contribute to aug- 
ment this dismal scene. But the last image, containing the 
circumstance of dead bodies being thrown overboard every 
night, is by far the most striking in the picture. 

In genius, Cowper is not equal to Tnomson, but he has 
much more taste. His range is neither so wide, nor so 
lofty, but, as far as it extends, it is peculiarly his own. He 
cannot paint the plague, or the snow-storm, or the earth- 
quake, as Thomson has done ; but accompany him in his 
* winter walk at noon,' or follow him in his ramble through 
his flower garden, and where is his equal to be found ? His 
pictures of domestic life, too, are inimitable. He does not 
attempt the same variety of scene that Thomson did ; but 

Of the style what is remarked ; yet what follows ; and why 1 What 
18 farther remarked of him 1 Whence might several beautiful descripdoiis. 
be selected ; but why shall we at present produce a passage of anothor 
kind? What are the circumstances that led to the passa^; and what m 
it! Of this passage, what is remarked 1 How does ^wper eempaffr 
with Thomson; and what remark follows 1 In^what does Thomson 
exc«l hira ; but where is he unequalled 1 What does he not attempt ; and 
what follows 7 
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in what he does attempt he is always successful. Though 
the grander features of nature may be beyond his grasp, 
yet the meadow and the hay-field, the riphng rill and tne 
nower crowned porch, he places before our eyes with 
astonishing accuracy. Sometimes, too, he tal^es a flight 
beyond his ordinary reach ; and his personification of Win- 
' ter is powerful, and even sublime : 

Oh Winter ! ruler of the inverted yearl 
Thy acatter'd hair, with sleet-like ashes fill'd} 
Thy breath coneeaPd upon thy lips, thy cheek 
Fnnged with a oeard made wnite with other snows 
Than those of aj^e, thy forehead wrapt in clouds^ 
A leafless branch thy sceptre, and thy throne 
A sliding car, indebted to no wheels, 
But urged by Btorms along ite slippery way. 

CowpeT*3 minor poems are full of beauties of the most 
varied kind ; and for pathos and feeling, his lines ' Qn 
his Mother's Picture,' are absolutely unrivalled. 

Mr. Parnell's tale of the Hermit, is, throughout the 
whole of it, conspicuous for beautiful descriptive narration. 
The setting forth of the hermit to visit the world, his meet- 
ing with a companion, the houses in which they are enter- 
tained, of the vain man, the covetous man, and the ^ood man, 
are pieces of highly finished painting. But the richest and 
the most remarkable of all the descriptive poems in the 
Bngliish lans^age, are the Allegro andPenseroso of Milton. 
They are tne storehouse from whence succeeding poets 
have enriched their descriptions, and are to be consiaered 
as inimitably fine, poems* Take, for instance, the following 
passage from the Penseroso { 



»I walk unseen 



On the dry, smooth-shaken green, 
To behola the wandering moon, 
Riding near her highest noon : 
Like «ne tliat had been led astray 
Through the heaven's wide pathfesB way, 
And c^ as if her head she bow'd, 
Stooping through a fleecy cloud. 
Oit, on a plat of risine ground. 
I hear the far>off curtew sound, 
Over some wide watered shore, 
Swinging slow with solemn roar ; 



What may be beyond his grasp ; yet what can he place before our e^^es 
widi astoniBning accuracy 7 IVnat, too, does he* sometimes do: what in- 
stance is given ; and wh^t also is said of his minor poems ? Wixat.is sakt 
of £f r. Parnell's Tale of^ the Hermit ; and in it, what are pieces of hifhly 
iaishied painting 1 Of Miltpn's Allegro and PenserosOj what is remarkedTi 
aodM aaiUuiMtidB of this remark, what pA«ageM|p¥en1 
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Or, if the air will not permit, 
Some ttill removed place will fit, 
Where flowing embert through the room 
Teach lig^ht to counterfeit a gloom ; 
Far from all reiort of mirth, 
.Save the cricket on the hearth. 
Or the bellman'i drowey charm. 
To bleM the ddore from nightly harm; 
Or let my lamp, at midnight hour. 
Be leeuj m lome high lonely tower, 
Explormg Plato to unfold 
What worlds, or what vast regions ho^ 
Th' immortal mind, that hath forsook 
' Her mansion in his fleshly nook ; 
And of those demons that are found 
In fire, in air, flood, or imder ground. 

All here is particular, picturesque, expressive, and con* 
cise. The pijcture is presented to the reader in one strong 
point of view; and the impression made is lively and 
interesting. 

Both Homer and Virgil excel in poetical description. In 
the second ^neid, the sacking of Troy is so particularly 
described, that the reader finds himself in the midst of the 
scene. The death of Priam is a master-piece of description* 
Homer*8 battles are wonderful, and universally known. 
Ossian, too, paints in strong colors, and is remarkable for 
touching the heart. He thus portrays the ruins of Bal« 
clutha : • I have seea the walls of Balclutha, but they were 
desolate. The fire had resounded within the halls ; and the 
voice of the people is now heard no more. The stream of 
Clutha was removed from its place, by the fall of the 
walls; the thistle shook there its lonely head; the moss 
whistled to the wind. The hx looked out of the window; 
the rank grass waived round his head. Desolate is the 
dwelling of Moina ; silence is in the house of her &thers.' 

Much of the beauty of descriptive poetry depends upon a 
proper choice of epithets. With regard to this, poets are 
too often careless ; and hence the multitude, in constant use, 
that are both unmeaning and redundant. Every epithet 
should add a new idea to the word which it qualifies. To 
observe that water is liquid, and that snow is white, is little 
better than mere tautology. But the propriety and advantage, 

What is said of this passage 1 What two ancient poets excel in poetical 
description ; and in the latter what instances are mentioned 1 Of Oaaian, 
too, what is remarked ; and what illustration follows 1 On what does 
much of the Wuty of descriptive poetry depend; and with vegaid to. this, 
what remarka follow ? 
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of an ingenious selection of epithets, will appear best from 
an example; and the following lines from Milton, afford 



one: 



W ho shall tempt with wand'riog feet 
.The daxk, unbottomed, infinite abyai^ 
-And through the palpable obscure, Ipid out 
Hie uncouth way 1 or spread his airy flighty 
Upborne with inde£eitifi;able wings^ 
Over the vast abrupt T 

It is obvious that the description here is ^eatly assisted 
by the epithets. The wandVing feet — the imbottomed 
abyss — the palpable obscure— the uncouth way — the inde-- 
fiitigable wing, are all very happy expressions. 



To illufltnte these xemarksi what passage is ghren fiom MOton; and 
what w observed of it 1 
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LECTURE XXXVIII. 

THE POETRY OP THE HEBREWS. 

Among the various kinds of poetry which we are, at 
present, examining, that of the Scrijptures justly deserves a 
place* Viewing wese sacred books in no higher light, tkttin 
as they present to us the most ancient monuments of poetry 
at present extant, they afford a curious object of criticism* 
They display the taste of a remote age and country ; and 
exhioit a species of composition, very difierent from any 
other with which we are acquainted, and at the same time, 
beautifuL Considered as inspired writings, they give rias 
to discussions of another kind. But it is our business, at 
present, to consider them in a critical view ; and it is a'source 
of ^reat pleasure, to find the beauty and dignity of the com- 
position, adequate to the weight and importance of the mat- 
ter. In pursuing this subject, we shall follow Dr. Lowth's 
learned treatise, on ' The Sacred Poetry of the Hebrews.* 

Few arguments are necessary to show, that among the 
books of the Old Testament, there appears such a diver- 
sity in style, as sufficiently discovers, which of them are to 
be considered as poetical, and which as prose compositions. 
While the historical books, and legislative writings of Moses, 
are evidently prosaic in the composition, the book of Job, the 
Psalms of David, the Song of Solomon^ the Lamentations 
of Jeremiah, a great part of the prophetical writings, and 
several passages scattered through the historical books, 
carry the most plain and distinguishing marks of poetical 
writing. 

Poetry was cultivated among the Hebrews from the ear- 
liest times ; but in its general construction, Hebrew poetry 
is peculiar to itself. It consists in dividing every perioa 
into correspondent, for the most part into equal numbers. 

Among the vftrious kinds ef poetry that we are at present examining, 
what deserves a place; and in what view do these sacred books affiiid a 
curious object of criticism 1 What do they display ; and what exhiMt 1 
But how is it our business, at present, to consider them ; and what remark 
follows 1 To show what, are few arguments necessary ; and how is this 
nmark illustrated? WhsX is remarked of Hebrew poetry: and in what 
does It consist 1 
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which answer to one another, both in sense and sound. In 
the €rst member of the period a sentiment is expressed ; and 
in the second member, the same sentiment is amplified, or is 
repeated in difierent terms, or sometimes contrasted with its 
opposite -; but in such a manner, that the same structure^ and 
nearly the same number of words, is preserved. This is the 
general strain of Hebrew poetry ;• instances of which occur 
every wheire in the Old Testament. Thus, in the XCVIth 
Psalm : ' Sing untp the Lord a new song — sing unto the 
Lord all the earth. Sing unto the Lord, and bless his name — 
show forth his salvation from day to day. Declare his glory 
among the heathen — his wonders among all the people. 
For the Lord is great, and greatly to be praised — he is to be 
feared above all the gods. Honor and majesty are before 
him— strength and beauty are in his sanctuary.' It is 
owing, in a great measure, to this form of composition, that 
our version, though in prose, retains so much of a poetical 
cast ; for the version being strictly word for word uter the 
original, the form and order of the original sentences *are 
still preserved; 

This form of poetical composition among' the Hebrews, 19 
clearly to be deduced from the manner in which their sacred 
hjrmns were sung.' They were accompanied with music, 
and- they were performed by choirs or bands of singers and 
musicians, who answered alternatelv to each other. When, 
for instance, one band began the hymn thus : * The Lord 
reigneth, let the earth rejoice i' the chorus, or semi-chorus, 
took up the correspondmg versicle ; ' Let the multitude of 
the \»\es be glad thereof.' — * Clouds and darkness are round 
about him,' sung the one ; the other replied, « Judgment and 
righteousness are the habitation of his throne.' And in this 
manner their poetry, when set to music, naturally divided 
itself into a succession of strophes and antistrophes, corres- 
pondent to each other ; whence, it is probable, the responsor^^, 
va the public religious service of some christian churches, 
derived its origin. 

But independent of its peculiar modis of construction, the 



How 18 this illuitrated ; and what instance is given 1 To this form what 
is owing ; ajwl why 1 From what is this form of composition among Uw 
Hebrews to be deduced ; and by what were they accompaiiied 1 What in- 
fltances axe given to ittustrate this remark 7 How did their poetry naturaily 
divide itself; and from this, what, i^bably, derived ito oriffml But in- 
depradent of its Biode of construction, by what is the Hebrew poetij 
distingniahed ; and what an two of iu moat wuMurkshki cfaaitdnsl 
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Mcred poetry is distinguitked by the highest beauties of 
strong, concise, bold, and figurative expression. Conciseneas 
and strength are two of its most remarkable characters. 
We might, indeed, at first imagine, that the practice of the 
Hebrew poets, of always amplifying the same thought by 
repetition or contrast, might tend to enfeeble their style. 
But this effect is not produced. Their sentences are always 
short ; and there are no superfluous words. They uerer 
dwell long upon the same thought. To their conciseness of 
expression their poetiy is indebted for much of its sublimity ; 
and all writers who attempt the sublime, might profit much 
by imitating, in this respect, the style of the Old Testameat. 

No writings whatever abound so much with bold and ani* 
mated figures, as the sacred books. But, through our early 
fiuniliarity with the Scriptures, we are apt to overlook beau* 
ties in them, which, in any other book, would attract par- 
ticular attentiom Metaphors, comparisons, allegories, and 
personifications, occur there very frequently. In order to 
00 justice to these, however, it is necessary that we trans- 
port ourselves, as much as possible, into the land of Judea ; 
and place before our eyes that scenery, and those objects, 
with which the Hebrew writers were conversant. Some 
attention of this kind is requisite,* in ^rder to relish. the 
writings of any poet of a foreign country, and a difiSsreBt 
age-; for the imagery of every good poet is copied from 
nature, and from real life. 

Natural objects are common, in some decree, to the He- 
brews with the poets of all ages and countries* Light and 
darkness, trees and flowers, suggest to them many beautiful 
figures. But, in order to enjoy their figures of this kind^ 
we must remember, that several of them arise from the par* 
ttcular circumstances of the land of Judea. During the 
summer months, little or no rain fisiUs throughout all that 
region. While the heat continued, the country was intolera- 
bly parched : want of water was a great distress ; and a 



What miglit we aft fintimagiDe; bat how doea itantoar fth^thia 
ia not produced 1 To what is |heirpoetTy indebted f >r much of ha aob- 
Umity ; and what remark follows 1 With what figures Jo the sacred hooka 
abound ; bu* from our early &mi]iarity with them, what lesliltsl WhaX 
fiffurea occur there TeTy frequently ; but in order to do justice to them, 
^^at ia necessary 1 Why is some attention of this kind requisite^ to nHUk 
the writings of any foreign poet 1 What ave common to the Hefa<cw% 
with the poets of other countries ; and what illustration follows 1 But in 
Older to enjoy their figures of this kind, what must wo ftmember; uA 
how la thu Mdiark ftifly lUiMtMtodt 
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plentiful shower falling, or a rivulet breaking forth, altered 
tlie whole face of nature, and introduced much higher ideas 
of refreshment and pleasure, than the same causes can possi* 
bly suggest to us* Hence to represent distress, such frequent 
ftllttsions were made hy them to * a dry and thirsty land, 
where no water is ;* and hence to describe a' change from 
distress to prosperity, their metaphors are founded on the 
felling of showers, and the bursting out of springs in the 
desert Thus in Isaiah : * The wilderness and solitary 
place shall be glad, and the desert shall rejoice and blossom 
as the rose. For in the wilderness shall waters break out, 
and streams in the desert ; and the parched ground shall be- 
come a pool ; and the thirsty land, springs of water ; in the 
habitations of dragons there shall be grass, with rushes and 
reeds.' 

Of the mountains of Judea, the two most remarkable were 
Lebanon and Carmel — the former noted for its height, and 
the woods of lofty cedars that covered it ; the latter, for its 
beauty and fertility, and the richness of its vines and olives^ 
Hence, with the greatest propriety, Lebanon is employed as 
an image* of whatever is great, strong, or magnificent ;. 
Carmel, of what is smiling and beautiful. ' The glory of 
Lebanon/ ' says Isaiah, 'shall be given to it, and the ex- 
cellency of Ckrmel.* Lebanon is often put metaphorically 
for the temple, or for the whole state or people of Israel ; 
Carmel; for the blessings of peace and prosperity. • His 
countenance is as Lebanon,' says Solomon, speaking of the 
dignity of man's appearance ; but when he describes female 
beauty, * Thine head is lake mount Carmel.' In images of 
the awful and terrible 'kind, with which the sacred poets 
ahound, they plainly draw their descriptions from that 
violence of th^ elements, and those concussions of nature, 
with which their climate rendered them familiar. . Earth- 
quakes were frequent ; . and the tempests of hail, thunder, 
and lightning, in Judea, accompanied with whirlwinds and 
darkness, &r exceed any thing of that sort which happens 
in more temperate regions. 



Hence, what Mowi ; and what iUnetration b also given from leaiahl 
Which were the two mcMt remarkable mountai'na of Judea ; and fi» whal 
ywte they leepecttvely noted 1 Hence, with th^ grealSest oroprietj , whal is 
done; and what illustrations wre given from Isaiah, ana from Soloownl 
Whence do they draw their imagesof ths aw'ul and the terrible kind dso } 
and how is this il'uetrated 1 
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Besides the nataral objects of their country^ the rites of 
their religion, and the arts and employments of their com- 
mon life, were frequently employed as grounds of imagery 
among the Hebrews. They were chiefly occupied withagn- 
culture and pasturage* These were arts held in high honor 
among them — ^not even disdained by their patriarchs, kings, 
and prophets. Little addicted to commerce ; separated from 
the rest of the world by their laws and their religion ; they 
were, during the better days of their state, strangers, in a 
great measure, to the refinements of luxury. • Hence, 
naturally flowed, the many allusions to pastoral life— -to the 
* green pastures and the still waters,' and to the care and 
watchAilness of a shepherd over his flock, which convey, 
to this day, so much beauty and tenderness in them, in the 
XXII Id Psalm, and in many other passages of the poetical 
writinjgfs of Scripture. Hence, all the images founded upon 
rural employments, upon the winepress, the threshing-floor, 
the stubble and the chafl*; and to disrelish such images, is 
the effect of fiilse delicacy. 

The comparisons employed by the sacred poets are 
generally shorty touching on one point of resemblance only. 
In this respect, they have th^ advantage over the Greek and 
Roman authors ; whose comparisons, from their length, 
sometimes interrupt the narration, and carry visible marks 
of study and labor. But in the Hebrew poets, they appear 
more like the glowings of a lively fancy, just glancing aside 
to some resembling object, and soon returning to its track* 
Such is the following fine comparison, in which the influence 
of a good government upon a. people, is described. * He 
that ruleth over men must be just, ruling in the fear of Gk>d ; 
and he shall be as the light of the morning, when the sun 
riseth ; even a morning without clouds ; as the tender grass 
springing out of the earth, by clear shining aAer the rain*' 
This is one of the most regular and formal comparisons in 
the sacred books. 
Allegory, likewise, is a figure frequently found in them. 

Besides the natural objects of their countrj, what were fieqaently em- 
ployed 93 grounds of imagery among the Hebrews % Of their habits, occu- 
patioDS, and situation, what is remarked ; and heiioe what aDosioim nato- 
rally flowed] Hence, also, what images ; and of what is the disretish of 
men unages the effect 1 Of the comparisons empbyed by the sacred poets, 
what is remarked ; and how do they compare with those employed bf 
the Greeks and Romans? How is this illustrated; and what ezampb 
Is ffiyen from Isaiahl Of allegory, what instance was ibnneiiy flivea; 
und what i« observed <^ it 1 ^ •• ' 
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When £>rmerly treating of thia figure, we ga?e for an in- 
stance of it, that remarkably fine and well 8up|>orted alle* 
gory, which occurs in the LXXXth Psalm, in which the 
people of Israel are compared to a vine. Of parables, 
which are. ^ species of allegory, the prophetic writings are 
lull ; and if to as they sometimes appear obscure, we must 
remember, that in those early times, it was the universal 
mode throughout all the eastern nations, to convey sacred 
truths under mysterious figures and representadone. 

3ut the figure which, beyond all others, elevates the 
poetical style of the Scriptures, is personification. The per" 
sonifiCatipns of the Scriptures exceed, in boldness and 
sublimity, every thing that can be found in other poema. 
This is more particularly the case when any appearance or 
operation of the Almighty is concerned. * Before him wem 
the pestilence — the waters saw thee, O God, and were 
afraid — the mountains saw thee, and they tr«nbled---the 
averflbwing of the water passed by — ^the deep uttered hi* 
voice, and iified up his h^nds on high.' Indeed, the style of 
the poetical books of the Old Testament is, be^onfi the style of 
all other poetical works, fervid, bold, and animated. It is 
very difierent from that regular, correct expression, to which 
oar ears are aceust<Hned in modern poetry. It is the bursi 
of inspiration. . The scenes are not c9olly described, but 
represented as passing before our eyes. . Every object, and 
every person, is addressed and spoken to as if present. Bold 
Sttbkmity , not correct elegance, is its character. We see the 
spirit of the writer raised beyond himself, and laboring to 
find vent for ideias too mighty for his utterance 
- After these general remarks on the poetry of the Scrip- 
tures, we shall conclude this subject with a short account of 
the different kinds of poetical composition in the sacred 
books, and of tho distioguishing characters of some of the 
chief writers. 

The several kinds of poetical composition found in Scri^ 
tiue* are chiefly the didactic^ elegiac, pastoral, and lyric.^ 



Of parables what is remarked* and if to ns they sometimes appear 
obscure, what must we remember ? What fiffure is it that most elevates 
the poetical style of the Scriptures ; and what is remarked of them 1 
When i9 this more particularly the case ; and what example is riven '? In 
what respects does the style of the poetical books of the Old Testament 
Burpatfs the style of all other poetical works ; and how ii this fully illus- 
tra^ted 1 After these general remarks, with what shall we conclude this sub- 
ject 1 What are the several kinds of poetical composition found in Scripture? 
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Of the didactic species of poetry, the hook of Proverhe is 
the principal instance. The first nine chapters of that book 
are nighly poetical, adorned with many distinguished graces 
and firares of expression. At the tenth chapter the style is 
sensibly altered, and descends into a lower strain, which ib 
continued to the end. Of elegiac poetry, many very beau- 
tiful specimens occur in Scripture ; such as the lamentation 
of David over his friend Jonathan ; several passages in the 
prophetical books ; and several of David's Psalms, com- 
posed on occasions of distress and mourning. But the most 
regular and perfect riegiac composition in the Scripture, and, 
perhaps, ever composed, is the book entitled the Lamentation 
of Jeremiah. As the prophet mourns over the deaftruction 
of the temple, and the holy city, and the overthrow of the 
whole state, he assembles all the affecting images which a 
subject so melancholy could possibly suggest. 

The Song of Solomon affords us a higlv exemplification (^ 
pastoral poetry. In its form, it is a dramatic pastoral, or a 
continuea dialogue between personages in the character of 
shepherds ; and suitably to that form', it is full of rural and 
pastoral images throughout. Of lyric poetry, the Old Tes- 
tament is full. Besides a great number of h3rinns and songs, 
scattered in the historical and prophetical books, the whole 
book of Psalms is to be considered as a collection of sacred 
odes. In these we find the ode exhibited in all the vari- 
eties of its form, and supported with the highest spirit of 
lyric poetry ; sometimes sprightly, cheerful, and triumphant ; 
sometimes solemn and magnificent ; and sometimes tender 
and soft. 

With regard to the composers of the sacred books, it is 
obvious that there is great diversity, both in style and man- 
ner. Of the sacred poets, the most eminent are, the author 
of the book of Job, David, and Isaiah. In the compo- 
sitions of Datid, there is a great variety in the style and 
manner. In the pleasing, the soft, and the tender, he ex- 
cels. In his Psalms there are many lofty and sublime 

Of the didactic, whst is the piindpal instenoe ; and what is lemarked of 
iti What instances of elegiac poeby are found in Scripture ; and what 
b particulariy remarked of the LAmentationB of Jeremiah 1 Of what 
kind does the Song of Solomon afford an exemplification ; and what is said 
of it t Of the lyric poetry what is remarked ; and what is said of the 
Psalms 7 With reganl to the compositions of the sacred books, what m 
obTious; and of tiie sacred poets 'who are the most eminent? What is 
said of the compositions of David ; and in what Psalms does be •fhd us 
mostl 
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passages ; but in strength of description he yields to Job ; 
m sublimity, to Isaiah. The Pssilms in which he affects 
Us most, are those in which he describes the happiness of 
the righteous, or the goodness of God ; expresses the tender 
breathings of a devout mind, or sends up moving and 
afiectionate supplications to Heaven. 

Isaiah is, without exception, the most sublime of all poets. 
Majesty is his reigning character ; and in his conceptions 
and expressions, he possesses a dignity and grandeur^, which 
is altogether unparalleled, and peculiar to himself. When 
we compare him with the rest of the poetical prophets, we 
immediately see in Jeremiah a very different genius. Isaiah 
employs himself, generally, on magnificent 8ul]jects. Jere- 
miah seldom discovers any disposition to be sublime, and 
inclines always to the tender and elegiac. Ezekiel, in 
poetical grace and elegance, is much inferior to them both ; 
but he is distinguished by a character of uncommon force and 
ardor. Bishop Lowth compares Isaiah to Homer, Jeremiah 
to Simonides, and Ezekiel to iGschylus. 

The book of Job remains to be noticed, ft is known to 
be extremely ancient, and the autlior of it is uncertain. It 
18 remarkable that this book has no connection with the 
affiiirs or manners of the Jews or Hebrews. The poetry of 
it, however, is not only equal to that of any other of the 
sacred writings, but is superior to them all, Isaiah excepted. 
It abounds in a peculiar glow of fancy, and in metaphor. 
The author renders whatever he treats of, visible. The 
scene is laid in the land of Uz, or IdumsBa ; and the imagery 
employed in it differs from that which was before observed' to 
be peculiar to the, Hebrew poets. 

What is observed of Isaiah ; and how does he compaie wkh the rest 
of the poetical prophets. Of Jeremiah, and of Ezekiel, what is remarked 1 
Repeat the fc^owing observations on the book of Job. 
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LECTURE XXXIX. 

EPIC POETRY. 

It now remains to treat of the two hi^er kinds of 
poetical wriiing — the epic and the dramatic. In this lecture 
we shall examine the general principles of epic composition ; 
after which we shall take a view of the character and genius 
of the most celebrated epic poets. 

Of all poetical works, the epic poem is uniformly allowed 
to be the most dignified, and, at the same time, the most 
difficult of execution. To contrive a story which shall, at 
once, be entertaining, important^ and instructive ; to fill it 
with suitable incidents ; to enliven it with a variety of cha* 
racters and of descriptions; and, throughput a long work* 
to maintain that propriety of sentiment, and that elevation of 
style, which the epic requires^ is unquestionably the highest 
enbrt of poetical genius. Hence so very few have succeeded 
in the attempt, that some critics will hardly allow any other 
poems to bear the name of epic, besides the Iliad and the 
iElneid. 

An epic poem may be defined to be, the recital of some 
illustrious enterprise in a poetical form. In this definition, 
which is sufficiently exact, are included, besides the two 
illustrious works already mentioned, Lucan's Pharsalia, 
Tasso's Jerusalem, Camoens' Lusiad, Fenelon's Telemachus, 
Voltaire's Henriade, and Milton's Paradise Lost. These 
are all epics^ because they are poetical recitals of great ad- 
ventures ; which is all that is meant by this denomination 
of poetry. 

Though it may not be allowed that it is the essence of an 
epic poem to be wholly an allegory, or a fable contrived to 
illustrate some moral truth, yet no poetry is certainly of a 
more moral nature than this. Its efiect in promoting virtue, 
is not to be measured by any one maxim, or instruction. 

What now remaiiiB to be treated of; and in this toctan, what shall we 
do 1 Of the e)iic poem, what is uniformly allowed ; and what is unqoes- 
tionaMjT the highest effort of poetieal genius % Hence what has followed % 
What is the definition of an epic poem ; in this definition what are in- > 
daded; and whyl Of the morality of the epic poem, What is Temftrked; 
•ad what isoberved of its efiect in i«)iao«ing viitiwl 
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which results from the whole story^ but it arises from the im- . 
pression which the parts of the poem separately, as well as * 
the whole taken together, make upon the mind of the reader — 
from the great examples which it sets before us, and the high 
sentiments with which it warms our hearts. The end 
which it proposes is to extend our ideas of human perfection, 
and to excite our admiration. Valor, truth, justice, fidelity, 
friendship, pietyt and magnanimity, are, conseouently, pre* 
sented to our minds in it, under the most splendia and honor* 
able colors. In behalf of virtuous personages our affections 
are engaged ; in their desiras ana their distresses, we are 
interested ; the generous and public affections are awakened ; 
the mind is purified from sensual and mean pursuits, and 
accustomed to take part in great heroic enterprises. 

It is* indeed, no small testimony in honor of virtue, thai 
several of the most refined and elegant entertainments of 
mankind, such as that species of poetical composition which 
we are now considering, must be grounded on moral senti- 
ments and impressions. This is a testimony of such weight, 
that, were it in the power of skeptical philosophers to weaken 
the force of those reasonings which establish the essential 
distinctions between vice and virtue, the writings of epic . 
poets alone, would be sufiicient to refute their &lse philoso- 
phy-«-showing, by that appeal which .they constantly make 
to the feelings of mankind in favor of virtue, that the founfi- 
ations of it are laid deep and strong in human nature. 

The general strain and spirit of epic composition, suf- 
ficiently distinguish it from the other Kinds of poetry* In 
pastoral writing, the reigning idea is innocence ana tran- 
quillity ; and of tragedy, the great object is compassion : 
but the predominant character of the epic is, admiration ex- 
cited by heroic actions. It is sufficiently distinguished from 
history, both by its poetical form, and the liberty of fiction 
which it. assumes. It requires, more than any other species 
of poetry, a grave, equal, and supported dignity. It takes 
in a greater compass of time and action, than dramatic 
writing admits ; and thereby allows a more full display of 

What is the end which it proposes; and what consequence follow* 1 
niustrative of this, what is farther observed 7 What is no small testimony 
in honor of virtue; and of this testimcmv what is remarked 1 What * 
«afficientl^ distixiffuishes epic composition nom the other kinds of poetiy; 
and how is this illustrated 1 By what is it sufficiently distin^^hed firoai 
history; and whatdoesit require? How does it comparo with dramatic 
writing: and what MIows 1 
27 
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characters. Dramatic w^ritings display characters chiefly 
by means of sentiments and passions ; epic poetry, chiefly 
by means of actions. The emotions, therefore, which it 
raises, are not so violent, but they are more prolong^ed# 
Having thus given the general characteristics of the epic 
poem, we shall next consider this species of coinpp'sition 
under three heads : first, with respect to the subject, or 
action ; secondly, with respect to the actors, or characters ^ 
and lastly, with respect to the narration of the poet. 

The action or subject of the epic poem, must have three 
properties ; it must be one ; it must be great ; it must be 
interesting. 

First, the poet must choose one action, or enterprise, for 
his subject. Aristotle, with great propriety, in»sts upon thi» 
as essential to epic poetry ; and it is, indeed, the most mate- 
rial of all his rules respecting it. For it is certain that, 
in the recital of heroic adventures,. several scattered and in^ 
dependent facts can never aflect a reader so deeply, nor 
engage his attention so strongly, as a tale that is onei and 
connected, where • the several incidents hai)g upon one 
another, and are all made to conspire for the accomplishment 
of one end. In a regular epic, the more sensible this unity 
is rendered to the imagination, the better will the effect be ; 
and, for this reason, it is not sufficient for the poet to coiiEne 
himself to the actions of one man, or to those which hap- 
pened during a certain period of time ; but the unity must 
lie in the subject itself, and arise ixom all the parts combined 
into one whole.. 

In all the great epic poems, unity of action is sufficiently 
apparent. Virgil, for instance, has chosen for his subject, 
the establishment of i^neas in Italy. From the beginning 
to the end of the poem, this object is ever in our view, and 
links all the parts of it together with full connection. The 
unity of the Odyssey is of the same nature— the return and 
re-establishment of Ulysses in his own couniry. The sub- 
ject of Tasso is the recovery of Jerusalem from the infidels; 
that of Milton, the expulsion of our first parents from Para- 
Having thus given the general characteristics of epic poetry, nuder 
what three heads dd we next proceed to consider it 1 What three proper- 
, ties must the action of the epic poem have t Fbst, what must the poet 
do ; what is said of this ; and why? Of this unity in a regular epic, what 
is observed ; for this reason what is nxrt sufficient j and where must the 
unity he 1 How does it appear that in all the great epic poems, unity of 
action is sufficiently apparent 1 
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dise ; and both of thetn are unexceptionable ki the unity of 
the story. The professed subject of the Iliad is the anger 
of Achilles, with the consequences which it produced. But 
as Achilles is frequently out of sight, it must be confessed 
that the unity is not so sensible to the imagination in this 
poem as in the iSneid. 

It is not, however, to be understood, that the unity of the 
' epic action is to exclude all episodes. On the contrary, the 
epic poem would be cold without them. What we now un- 
derstand by episodes is, certain actions or incidents intro- 
duced into the narration, connected with the principal action, 
yet not of such importance as to destroy, if they had been 
omitted, the main subject of the poem. Of this nature are 
the interview of Hector with Andromache, in the Iliad ; 
the story of Nisus and Euryalus, in the ^neid ; and the 
prospect of his descendant exhibited to Adam,. in the last 
books of Paradise Lost. 

In the use of episodes, the following rules must be ob- 
served : Fitst, they must be naturally introduced, and have 
such connection with the main subject of the poem, as 
to seem inferior parts that belong to it. The episode of 
Olinda and Sophronia, in the second book of Tasso's Jeru- 
salem, transgresses this rule. It is too much detached from 
the rest of the work ; and being introduced so near the 
opening of the poem, misleads the reader into an expectation 
that it is to be of some future consequence, wherec^s it proves 
to be connected with nothing that follows. In the next place, 
episodes ought to present to us objects of a different kind 
from- those which go before, and those which follow in the 
course of the poem. For, it is principally for the sake of 
variety, that episodes are introduced into epic composition. 
In so long a work, they tend to diversify the subject, and to 
relieve the reader by changing the scene. In the midst of 
combats, therefore, a martial episode would not be appro- 
priate ; but Hector's visit to Andromache, affords a pleasing 
retreat from camps and battles. v. Lastly, as an episode is a 



What is the professed' subject of the Iliad ; and what is remarked of 
it T What is not, however, to be understood ; why ; and what do we now 
undierstand by episodes 7 Of this nature are what episodes 1 In the use 
of eJ>isode8, what is the first rule to be observed 1 What episode trans- 
gresses this rule ; and why 1 In the next place, what should efasodes 
present ' to u^ ; why ; and what remark follows 7 What iliustratien ]■ 
given 1 In the last place, what should be the character of episodes j and 
what Mows 7 
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professed embellishment, it ouffht to be particularly eleganl 
and well finished ; and, accordingly, it is, for the most part, 
in pieces of this kind, that poets put forth their strength. 

The second property of the epic action is, that it be great-^ 
that it have sufficient splendor and importance, both to fix 
our attention, and to justify the magnificent apparatus which 
the poet bestows upon it. This is so evidently requisite* 
that a& who have attempted epic poetry, hare succeeded in 
choosing some subject liufficientiy important, either by the 
nature of the action, or by the £ime of the personages con'^ 
cemed in it. It coixtributes to the grandeur ot the epic subject, 
that it be not of modern date, nor fal^ within any period of 
history with which we are intimately acquainted. Both 
Lucan and Yoltaire have, in the choice of their subjects, 
transgressed this rule. The former does not please by con* 
fining himself too strictly to historical truth ; and the lafter 
has improperly mingled well known events, with fiction. 
Hence they exhibit not that greatness which the epic 
requires. 

The third property required in an epic poem i», that it be 
interesting. It is not sufficient for this purpose that it be 
great ; for deeds of mere valor, however neroic, may prove 
cold and tiresome. Much will depend upon the nappy 
choice of some subject, which shall, by its nature, interest 
the public ; as when the poet selects for his hero, one who 
is the founder, the deliverer, or the favorite of his country. 
But the chief circumstance which renders an epic poem in- 
teresting, and which tends to interest, not one age or coun- 
try alone, but all readers, is the skilfiill management of the 
subject. The author must so contrive his plan, as that it 
shall comprehend many affecting incidents. He must not 
perpetually dazzle us with valiant achievements ; but he 
must study to touch our hearts. He may sometimes be 
awful and august; but he must often be tender and pathetic. 
The more an epic poem abounds with situations which 
awaken the feelings of humanity, the more interesting it is ; 

What is the second property of the epic action ? That thk is indi*- 
pensably lequisite, what proof have we 1 What contributes to the gran- 
oeiir of the epic sabject ; and wbo have transgreaaed this rale 1 Why do 
tlhey not please; and hence what foUows 1 What is the third property 
n^rviied in an epic poem 1 For this- purpose what is not sufficient; why; 
•Old on what vviff much depend 1 But what is the chief ciroumstance 
which renden an epic poem interesting ; and liow is ihm illustrated 1 Wliat 
mnrt he not, and what must he do? ui proportion to what is flmepk poem 
uteiestiiv; and what iemaikfi)0owa1 
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and these always form the favorite passages of the work. 
To render the epic interesting, great care must also he em- 
ployed with respect to the character of the heroes. He must 
rouse our attention by a prospect of the difficulties which 
jseem to threaten disappointment to their enterprises ; he 
must make these difficuhies grow and thicken upon us by 
degrees ; till after having kept us for some time in a state of 
agitation and suspense, he paves the way, by a proper pre- 
paration of incidents, for the winding up of the plot, in a 
natural and probable manner. 

Critics have generally inclined to think that the epic poem 
should conclude happily ; and this seems to be natural. An 
unhappy conclusion depresses the mind, and is opposed to 
the elevating emotions which belong to this species of poetry. 
Terror and compassion are the proper subjects of tragedy ; 
but as the epic poem is of larger compass and extent, it 
would be too much^ if after the difficulties and troubles 
. which commonly abound in the progress of the poem, that 
the author should bring them all at last to an unfortunate 
issue. Accordingly, the general practice of epic poets is 
pn the side of a prosperous conclusion ; not, however, with- 
out some exceptions. For two authors of ^reat name — Lu- 
can and Milton, have followed a contrary course; the one 
concluding with the aubversion of Roman liberty, and the 
other with the expulsion of .man from Paradise. 

With regard to' the ,time of the epic action, no precise 
boundaries can be ascertained. A considerable extent is . 
always allowed to it, as it does not necessarily depend on 
those violent passions which can be supposed to have only a 
short continuance. Of the Iliad, the action, according to 
Bossu, lasts no longer than forty -seven days. The action 
of the Odyssey extends to eight years and a half; and that 
pf the iSneid includes about six years. 

From the action of the epic, we proceed to the actors or 
personages. The personages in an epic poem should be 



To vender the epic interesting, about what, also, must great care be 
ttk»n ; and how is this fully illustrated 1 Wha;t have critics generally in- 
clined to think ; and why does this seem natural 1 Of what are terror and 
compassion the proper subjects ; but of the epic what is remarked 1 Ao- 
cordmgly, what nas been the general practice ; but' to this, what exceptions 
have we 1 With regard to the time of the epic action, what is remarkecl ; 
$jad why is considerable extent allowed to it ? . What is the time of the 
Iliad, of the Qdyseey, and of the ^neid 1 From ti^e action, to what 
do we proceed ; and of them what is remaSrked 1 
27* 
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proper and well supported. They should display the features 
of human nature; and admit of different degrees of virtue 
and turpitude. But whatever the character be which a poet 
gives to any of his actors^ he must be careful to preserve il 
uniform and consistent throughout. Poetic characters are 
of two sorts — general and particular. General characters 
are such as are wise, brave, and virtuous, without any fiir- 
ther distinction. Particular characters express the species 
of bravery, of wisdom, or of virtue, for which any one is 
eminent. * They exhibit the peculiar features which distin* 
ffuish one individual from another, and which mark the 
diSerence of the same moral quality in different men, accord* 
ittg as it is combined with other dispositions in their temper. 
In this discrimination of characters. Homer excels. Tasso 
approaches the nearest to him in this respect ; but here, Yir- 
gil is greatly deficient. 

Among epic poets, it is the practice to select some particu* 
lar personage as the hero. This is considered essential to 
epic composition, and is attended with several advantages* 
It renders the unity of the subject more sensible, when there 
is one principal figure, to which, as to a centre, all. the real 
refer. It tends to interest us more in the enterprise which 
is carried on ; and it gives the poet an opportunity of exert* 
ing his talents to adorn and display one character with 
peculiar splendor. It has been asked, ^ Who then is the herO 
of Paradise Lost ? The devil, it has been answered by 
some critics ; and, in consequence of thid idea, much ridicule 
has been thrown upon Milton. But they have mistaken 
that author*s intention, by proceeding upon the supposition) 
that in the conclusion of the poem, the hero must necessarily 
be triumphant. But^Milton has given a tragical conclusion 
to his poem; and has evidently made Adain his hero. 

In epic poetry, besides human characters, gods and super* 
natural beings are introduced. This forms what is called 
the machinery of the epic ; and the French suppose it essen* 
tial to thia species of poetry. They conceive, Uiat in every 

' ■ ' ■■'■ ■ ' » 'I ^ii" 

Poetic chAiacteTB an of what two sorts; and what is said of eachl 
What do the latter exhibit ; and in tfiis particular what is said of Homer. 
Taasoj and Virgil ? Among epic poets, what practice has prevailed ; ana 
what advanta^ result fWim it 1 Who is the hero of Milton's Paradise 
IxMtl In epic poetry, what besides human characters have been intra* 
dooed; and what does this form 1 Why do the French think this f issfinfiil 
to e|^ poetry; but why does there seem to be no eofid leaaco ftr tb4r 
cnmiDii I 
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epiCf the main action ouffht to he carried on by the interven- 
tion of .the gods. But mere seems to be no sojid reascm for 
their opinion. Laean's poem is very spirited, and certainly 
epic ; but neither gods nor supernatural beings are employed 
in it. But if machinery be not absolutely necessary to the 
epic poem, it ought not to be totally excluded. The mar- 
vellous has a ^reat charm for the generality of readers. It 
^ratifies and nils the imagination, and afiords opportunity 
K>r much sublime description^ At the same time, it becomes 
the poet to be temperate in lli^use of supernatural beings ; 
and to employ the religious faith or superstition of his coun- 
try in sucn away, as to give an air of probability to events, 
tlmt are most contrary to the ordinary course of nature. 

With regard to allegorical personages, such as Fame, 
Discord, Love, and sucn like, they always form the worst 
possible machinery. In description they may be allowed ; 
Ditt they should never beat any part in the action of the 
poenL As they are only mere names of general ideas,' they 
ought not to be considered as persons, and cannot mingle 
vrhk human actions, without an unseemly confusion of 
shadows with realities. 

As to the narration of the epic poem, it is of little conse- 
quence whether it proceeds in the character of the poet or 
in the person of some of the actors. It is to be observed, 
however, that if the narrative be given by any of the actors, 
it afibrds the poet the advantage of spreading out such parts 
ot the subject as he inclines to dwell upon in person, and of 
comprehending the rest within a short recital. 

■ II I | « ■ n il <l I I 

Bat why ihottld not machinery be totally excluded fiom iti At dM 
flime tune, wlkatdoee it become the poet to do 1 Wliat ie obtenred of alle- 
(oiiealpenonAgee; and howia this iUmtnftedl What tirooonnes may 
M punned in narraticHi; and what «re the advantages of the hUter? 
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LECTURE XL. 

HOMER'S ILIAD AND ODYSSEY— VIRGIL'S 
^NEIDh-LUCAN'S PHARSALIA. 

^ » * 

As the epic poem is universally allowed to possess the 
highest rank among poetical works, it merits a particular 
disQUSsion. Having treatedCVthe nature of this composi*- 
tion, and the principal rules that lelate to it, we. proceed 
to make some observations on the most distinguished epic 
poems, both ancient and modern. 

Homer, a^- the father of epic poetry, claims the first rank. 
In order to relish his poems, we must remember that they 
are the oldest writings extant, except the Bible. , We must 
also divest ourselves of all modern ideas of dignity, and 
transport our imaginations back, almost three thousand years 
in the history of mankind. What we are to expect is a pic- 
ture of the ancient world. We must reckon upon* finding 
characters and manners, that retain a considerable tincture 
of the .savage state; moral ideas but imperfectly ibvmed; 
and the appetites and passions of men brought under none 
of those restraints to which, in a more advanced state^ of 
society, they are accustomed. Th^ distinguishing charac- 
teristicS of Homeric poetry are, fire and simplicity ; but in 
order to have a clear idea of his merit, it will be x>f advan-- 
tage to consider the Iliad under the three heads of the sub^ 
ject and action, the characters, and the narration. 

The sul^ect of the Iliad is, unquestionably, .happily chosen; 
for no subject .could be more splendid than the Trojan war. 
A ten years' siege against Troy, and a great confederacy of 
the Grecian states, must have spread fat the renown of many 
military exploits, and give an extensive interest in the heroes 
who were concerned in them. Upon these traditions Homer 
built his poem ; and as he lived two or three centuries after 

.!■■ . ' ■ ■ ■ ,. .■. . ■ ■ . « . I ■ . 

Why^does tke epic poem merit a particular discussion ; and'what remaik 
follows 1 Who claims the first rank ; and in order to relish hi^ poems, what 
mast we remember, and what ronsit we do 1 What are we to exped; ; and 
upon what must we reckon 1 What are the distinguishing characteristics 
of Homeric poetry ; but to have a dear idea 6f the Biad, how must we con- 
sider it 1 Why was the subject of the Iliad happily chosen ; and how m 
this remark illustrated 1 W bat gave Homer the liberty of intenuingliiw 
&bie viritji bi^tor^ ; jeax/d what part Qf the w^r did he choose.? 
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tin cireumstandes related transpired, he had fall liberty to 
intetmiiigle fiible with history. He chose not, however; the 
whole Trojan war for his subject ; but selected, with great 
jad^ent, the quarrel between Achilles and Agamemnon, 
which includes the most interesting period of it. He has 
thus communicated the greater unity to his performance. 
He sained one hero^ or principal character, that is, Achilles ; 
and ne shows the pernicious conse<Juences of discord among 
oonfederate princes. ^ . . 

The praise of high invention has, in every age, been given 
Co Homer, with the greatest reason. The proniigious num- 
ber of incidents, of speeches, of characters divine and human, 
with which he abounds ; the surprising variety with which 
lie has diversified his battles, in tne wounds, and deaths, and 
little history pieces of almost all the persons slain, discover an 
invention next to boundless. Nor is nis judgment less worthy 
of admiration. His story is every where conducted with art. 
He rises upon us gradually. He introduces his heroes with 
exquisite s\ilfulness into our acquaintance. The distress 
thickens as the poem advances ; and every thing is so con* 
tjrived as to aggrandize Achilles, and to render him, as tb» 
poet intended he should be, the capital figure. 

It is in the characteristical part of his writings, however, 
where Homer is without a rivaL He abounds in dialogue 
and conversation, and this produces a spirited exhibition of 
his personages. It must, at the same time; be acknowledged, 
that if this (uamatic method is often expressive and animated, 
jt takes away, occasionally, from the gravity and majesty of 
the epi<^. Fot example, it may be observed, that soQie ot the 
apeecnes of Homer are unseasonable, and others trifling. 
With* the Greek vivacity, he has also the Greek loquacity. 

Perhaps, in no character doea he display greater art than 
in that of Helen. Notwithstanding ner frailty and her 
crimes, he continues to make her an interesting object. The 
admiration with which the old generals behold her when she 
IS coining towards them, presents her to us with much dig- 
nity. Her veiling hersetf and shedding tears in the presence 

What advantaffe did thia fpm him 1 What haa, in every aae, been given 
to Homer ; and what diaoover an invention nextto boondleaal How does 
h appear that hia judgment is not leaa worthy of admiration 1 Where, 
however, ia Homer witKoot a rival ; with what doea he abound ; abd what 
ii ita effect 1 ^ What must, at the same timci be acknowiedged ; and what 
ezantple is given 1 In what character does he display great art ; and how 
istlysjlluitratfldl What exhibit the moat strilung feiSurbs of that ' 
teiafe gharartiHr, which we putty mndumn, and paitly pi^l 
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of Priam* her grief and self-accusations at the sight of 
Menelaus, her upbraiding Paris for hi? cowardicei and at 
the ssrme time, her returning fondness for him, exhibit the 
most striking feature of that mixed female character, which 
we partly condemn, and partly pity. 

Paris himself, the author of all the mischief, is charac- 
terized with the utmost propriety. He is^ as we should ex- 
pect him to be, a mixture of gallantry, and eflfeminacy. He 
retreats from Menelaus, on his first appearance ; but imme- 
diately afterwards, enters into single combat with him. . He 
is a great master of civility, remarkably courteous in, his 
speeches ; and receives all the reproofs oi his brother Hector 
with modesty and deference. He is described as a person 
of elegant taste ; and was even the architect of his own 
palace. 

Homer has been charged with having made his hero, Achil- 
les, of too brutal and unamiable a character. But this charge 
is evidently without foundation. Achilles was, indeed^ pas- 
sionate to a great degree ; but he was far from being a con- 
temner of laws and justice. In the contest with Agamemnon, 
though he may carry it on with top much heat, yet he had 
reason on his side ; for it must be remembered, he had been 
notoriously wronged. Besides bravery, and contempt of 
death, he had also the qualities of openness and shicerity, ' 
He loved his subjects, and respected the gods. He was 
strong in his friendships ; and, throughout, he was high- 
spirited, gallant, and honorable. 

Homer's gods make a great figure in the Iliad ; but his 
machinery was not his own. He followed the traditions of 
his country. And though his machinery is. often lofty and 
magnificent, yet it is true that his gods are sometimes de- 
ficient in dignity. They have all the human passions — ^thcy 
drink, they feast, and are vulnerable like men., While, 
however, he at times degrades his divinities, he knows how 
to make them appear with the most awful majesty. Jupiter, 
fpr the most part, is introduced with great dignity; and 
fieveral sublime conceptions are founded on the. appearances 
of Neptune, Minerva, and Apollo. 

What is said of Paris ; and how is this fully illustrated 1 With what 
has Homer been charged ; but why is this charge without foundation 1 
Besides bravery, what qualities did Achilles possess 1 What is remarked 
of Homer*s machinery ; and of his gods, what i^ observed 1 While at 
times he degrades his divinities, how do they often appear; and how is.thk 
UhistraAedl 
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With regard to the style or manner of Homer, it is easy, 
natural, and, in the highest degree, animated. He resembles, 
in simpIi^ity, the poetical parts of the Old Testament. 
Those who are acquainted with him in Mr. Pope's trans- 
lation only, can have no conception of his manner. That 
translation is, ihTdeed, an excellent performance, and in the 
main, faithful to the original ; but it is still nothing else than 
Homer modernized. Though, in 'some places, it may be 
thought to have improved Homer, yet, in the midst of the 
elegance and luxuriancy of Mr. Pope's langi^age, we lose 
sight of" the old bard's simplicity. 

in tTie narration. Homer is concise and descriptive. He 
paints his objects, as it were, to our sight. His battles are 
admirable. We see them in all their h^irry, terror, and 
confusion^ His similes are thrown out in the greatest abun- 
dance; and* many of them are extremely beautiful. His 
comparisons have also great merit ; but they come upoff us 
in too quick succession. They even serve, at times, to dis- 
turb the train of his narration. His lions, bulls, eagles, 
and herds of sheep, xecur too frequently ; and the allusions 
in sorhe of his similes, even after the allowances that are to 
be made for ancient manners, must be admitted to be de- 
basing. 

Upon the subject of the Odyssey, the criticism of Lbn* 
ginus is not without foundation. He observes, that in this 
poem. Homer may be likened to the setting sun, whose 
grandeur remains without the heat of his meridian beams. 
In vigor -and sublimity, it is inferior to the Iliad. It has, 
however, great beauties, and is confessedly a very amusing 
poem.' It possesses much greater variety than the Iliad ; 
and exhibits very pleasing pictures of ancient manners. 
Instead of the ferocity that pervades the Iliad, it presents us 
'with amiable images of hospitality and humanity. ' It'enter- 
tains US with many a wonderful adventure, and many a 
landscape of nature ; and there is a rich vein of morality 
and virtue running through every part of the poem. 

At the same time, it contains some defects which must be 

-■ ■ - ■ 

With regard to Homers style, what "is observed; and what doe»he re- 
semble 1 What is said of those who are acquainted with him in Mr. Pope's 
translation orHj ; and of that translation what is observed 1 How is H^ 
tner in narration ; and how is this illustrated 1 Of his similes and his 
comparisons, what is observed 1 Of the Odyssey, what says Longinusl 
Though in visor and snblimity it is inferior to the Iliad, yet what beauties 
has it i At the same time what defects does it contain 1 
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acknowledged. Many of its scenes are eTidently below die 
level of the epic poem. The last twelve books, after Uljstes 
is landed in Ithaca, are, in many places, tedious and languid; 
and perhaps the poet is not happy in his discovery, of Ulysses 
to Penelope. She is too cautious, and distrustml ; and we 
meet not that surprise of joy which waa to have been ex- 
pected on such an occasion. 

After these remarks on the fiither of epic poetry, we pn>> 
ceed to Yirgil, whose character is very different from thai 
of Homer. As the distinguishing excellencies of the Iliad 
are simplicity and fire, those of the .£neid are elegance 
and tenoemess. When we begin to read the Iliad, we find 
ourselves in the regions of the most remote and unrefined 
antiquity. When we open the iEneid, we discover all the 
correctness and>Bfinement of the Augustan age. We meet 
with no contentions of heroes about a female slav&--iio 
violent scolding, nor abusive language. There reigns 
throughout the whole poem an uniform magnificence. 

The subject of the ^£neid, which is tjbe establishment of 
w£neas in Italy, is extremely happy. Nothing could be 
more interesting to the Romans, than to look back to their 
origin from so fiimous a hero. And while the object was 
splendid itself, the traditionary history of his country opened 
an interesting field to the poet ; and he could glance at all 
the future great exploits T)f the Romans, in its ancient and 
fiibulous state. 

With regard to the unity of action, it is, in the iEkieid^ per- 
fectly well preserved. The settlement of ^neias, by the order 
of the gods, is constantly kept in view. The episodes are 
properly linked with the maii^ subject. The modus, or in- 
trigue of the poem, is happily managed. The wrath of 
Juno, who opposes .^^eas, gives rise to all his difficulties* 
and connects the human . with the celestial operations 
throughout the whole poem. 

In these main parts, Yirgil has conducted his work witli 
great propriety, and shown his art and judgment ; but it is 
not to be supposed that he is without his &ults. One great 

To what do we next proceed ; how doef be cooman with Horaer : and 
how is this iUustratedf What is the subject of the iEneid; what m 
obeerved of it ; why ; and what remaik follows 1 How does it appear that 
unity of action is perfectly well preserved m it 1 Though in t&oae main 
paits Vitsil has conducted his work with propiietj; yet what is not t6 ha 
sttpposedl What is one gieatimperfMtionin&eiEiidd: anloftlMae 
respectively what is renuurfced 1 
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imperfection of the j^neid is, that there are scarcely any 
marked characters in it. Achates, Cloanthas, Gyas, and 
other Trojan heroes who accompanied ^neas into Italy, are 
insipid figures. Even ^neas himself is not a very interest* 
ing hero. He is described, indeed, as pious and brave ; but 
his character is not marked with any of those strokes that 
touch the heart. The character of Dido is by far the best 
supported in the whole work. 

Besides this defect of character in the j^Sneid, the manage* 
ment of the subject is also exceptionable. The six last 
books received not the finishing hand of the author ; and for 
this reason, he ordered his poem to be committed to the 
flames.. The wars with the Latins are unimportant and 
uninteresting ; and the reader is tempted to take part with 
Turnus against ^neas. 

The principal excellence of Virgil is tenderness. His 
soul was full of sensibility. He must have felt himself all 
the affecting circumstances in the scenes he describes ; and 
he knew how to touch the heart by a single stroke. In an 
epic poem, this merit is the next to sublimity. The second 
book of the ^neid is one of the greatest master^pieces that 
was ever executed. The death of old Priam, and the 
iamily pieces of iSneas, Anchises, and Creusa, are as tender 
as can be conceived. In the fourth book, the unhappy pas- 
sion and death of Dido are admirable. The episodes of 
Pallas and Evander, of Nisus and Euryalus, of I^usus and 
Mezentius, are all extremely fine. 

In his battles, Virgil is far inferior to Homer. But in 
the important episode, the descent into hell, he has surpassed 
Homer by many degrees. There is nothing in antiquity to 
equal the sixth book of the iSIneid. The scenery, the ob- 
jects, and the description, are great, solemn, and sublime* 
With regard to their comparative merit, it must be allowed, 
that Homer was the greater genius, and Virgil the more cor* 
rect writer. Homer is more original, more bold, more 
sublime, and more forcible. In judgment, thej are both 
eminent. Homer has all the Qreek vivacity ; Virgil all the 



Barides this defect, what is obsenred of the management of the lab^ ; 
and how is this iUuetrated t What k the principal ezoellenoe of Virgil; 
and what remark Mows ? In an e[nc poem, what rank does this merit 
hold ; and what instances of this does this work contain 1 In his batdes, 
how does Viisil oompaie with Homer ; in what has he fiur excelled him; 
aadwfaatisoSsenedof itt With legaid to their oomparativeBMnt, what 
isobserredl ^^ 
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Roman stateliness. The imagination of Homer is the most 
eopioua ; that of Virgil, the most correct. The strength of 
the former Lies in warming the &ncy ; that of the latter in 
touching the heart. Homer is more simple; Virgil more 
elegant. 

After Homer and Virgil, the next great epic poet of ancient 
times, is Lucan. In his Pharsalia, there is little invention ; 
and it is conducted in too historical a manner to be strictly 
epic. It may be arranged, however, under the epic class, 
as it treats oi great and heroic adventures. The subject of 
the Pharsalia has sufficiently the epic dignitjr and grandeur ; 
and it possesses also unity of object : for it points to the 
tiiamph of Cssar over the Roman liberty. 

But though the subject of Lucan is confessedly heroic, 
it is not happy. It has two defects. Civil wars present 
shocking objects to observation, and furnish melancholy pic- 
tures of human nature. These are not fit topics for the 
heroic muse. It was the unhappiness of Lucan's genius 
to delight in savage scenes, and to depict the most savage 
forms of atrocious cruelty. Another defect of Lucan's sub- 
ject is, that it was too near the times in which he lived. 
This deprived him of the assistance which he might other- 
wise have derived from fiction and machinery. The facts 
upon which his poem is founded, were too well known, and 
too recent, to admit of £eibles, and the interposition of gods* 

The characters of Lucan are drawn with spirit and ferce. 
But although Pompey is his hero, he has not been able to 
make him sufficiently interesting. He is not distinguished 
for either magnanimity or valor ; and is always surpassed 
by Cssar. Cato is a favorite character with Lucan ; and he 
is very careful to make him, at all times, appear to great 
advantage. 

In managing his story, Lucan confines himself too much 
to chronological order. This breaks the thread of his nar- 
ration, and hurries him from place to place. He is, at the 
same time, too digressive ; and indulges preposterously in 
geographical descriptions, and in philosophical disquisitions* 

Afler Homer and Vtiml, wbo is the next great epte poet of andeat 
' 1 Wliai is said of ms Pharsalia; and wny may it be fanked imder 



the epie dassl What is said of the subject of Lucan; and what is Um 
totf What was the other defects; of what did this deprive him; and 
whyl How are Lucan's ehaiacten drawn; and of Pompey ana Caio 
«4Miliiittmarked1 What ate the defects in the mnnafnnwnt of his itoqrl 
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It must, notwithstanding, be allowed, that there are splen- 
did passages in the Pharsalia ; but the strength of this poet 
does not lie either in narration or description. His narration 
is often dry and harsh, and his descriptions overwrought* 
His chief merit consists in his sentiments. They are 
noble, striking, glowing, and ardent. He is the most philo- 
sophical, and the most patriotic poet of ancient times. He 
was a stoic; and the spirit of tnat philosophy pervades his 
work. He is elevated and bold ; and his feelings were keen 
and warm. 

As his vivacity and fire are great, he is apt to be carried 
away by them. Indeed, his great defect is want of mode- 
ration. He never knows how to stop. When he would 
aggrandize his objects, he is unnatural and tumid. His 
laste is marked with the corruption of his age ; and instead 
of poetry, he often exhibits declamation. 

On the whole, however, he must be allowed the praise of 
liveliness and originality. His high sentiments and his fire 
aeem to atone for his various defects. His genius had 
strength, but was without tenderness or amenity. Compared 
with Yirgil, he may be allowed to have more fire and higher 
sentiments, but in every thing eke falls infinitely below him. 

What must still be aUowed; and of his narration and desciiption what 
b obserred 1 In what does ids cMef merit consist : what is said of these } 
and what remark follows 1 What is his great defect; and how Is this 
iUu0tmted % What must he be allowed ; what lemaiks JbUow ; and bow 
doea he oom^Hure with Virgil 1 
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LECTURE XLI. 

TASSO'S JERUSALEM— CAMOENS' LUSIA1>— 

PENELON'S TELEMACHUS— VOLTAIRE'S 

HENRIADE— MILTON'S PARADISE 

LOST. 

Hatino examined the ancient epic poems, we proceed 
next to Tasaoy the first distinguished epic poet of modem 
times. His Jerusalem Delivered is a strictly regular poem 
of the epic kind, and is adorned with all the beauties that 
belong to that species of composition. The subject is the 
recoyery of Jerusalem from (he infidels, by the united pow- 
ers of Uhristendom. The enterprise was splendid, renera- 
ble, and heroic ; and an interesting contrast is exhibited 
between the Christians and the Saracens. Religion renders 
the subject aifgust, and opens a field for sublime description 
and machinery. The action, too, lies in a country, and at 
a period of time sufficiently remote, to admit the intermixture 
01 fiible with history. 

In the conduct oi the story, Tasso has shown a rich and 
fertile invention ; which, in a poet, is a capital quality. His 
events are finely diversified. He never fisitigues his reader- 
by sameness or repetition. His scenes have an endless 
variety ; and from camps and battles he frequently transports 
xm to more pleasing objects. The work, at the same time, is 
artfully connected ; and in the midst of variety, the author 
preserves, perfectly, the unity of his plan. 

The poem is enlivened, too, with a variety of characters ; 
and these are all supported with striking propriety. God- 
frey, the leader of the enterprise, is prudent, moderate, and 
brave; Tancred is amorous, generous, and gallant; Ri- 
naldo is passionate and resentful, but full of honor and hero- 
ism. Solyman, the tender Erminia, the artful and violent 
Armida, the masculine .Clorinda, are all well drawn and 



To whom do we next proceed ; and of his Jenualem Delivered, what ig 
remarked 1 What is the subject of it ; and of the enterprise, what is ob- 
MTved ? What eflect does religion producQ4 and what is said of the 
Mtioni Id the conduct of the story, what has Tasso shown: what is 
Midof this: and how is this fuUyiUustratedl With what too is the poem 
enlivaiMl; how are these supported; and what UiustntioiisftUowl 
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animated figures. In the drawing of characters, Tasso is, 
indeed, remarkably distinguished : he is superior to Virgil ; 
and yields to no poet but Homer. 

He abounds very much with machinery; and in this part 
of the work, his merit is more dubious. When celestial 
lieings interifere, Tasso is noble. But devils, enchanters, 
and conjurers, act too great a part throug'hout the poem. 
And, in general, the matvellous is carried to an extrava- 
gance, that very much mars the interest of the work. The 
poet had conceived too great an admiration of the romantic 
spirit of knight-errantry. 

With all the beauties of description, and of poetical style, 
Tasso remarkably abounds. In describing magnificent ob- 
jects, his Btyie is firm and majestic. In ga^ and pleaslnff 
description, it is soft and insinuating. Erminia's pastoral 
retreat in the seventh book, and the arts and beauty of Ar- 
mida in the fourth book, are exquisitely beautiful. His 
battles are full of fire, and varied in the incidents. It is 
cliiefly by actions, characters, ajatd descriptions, that he in- 
terests us ; for in the sentimental part of his performance he 
does not excel. He is far inferior to Virgil in tenderness; 
and, in general, when he aims at sentiment, he ie artificial. 

Tasso has often been charged with aboundincf in point and 
conceit ; but thi^ is an error : for in his general character he 
is masculine. The humor of decrying him has passed from 
the French critics to those of England. But their censures are 
founded either in ignorance or prejudice ; for the Jerusalem* 
as a regular epic, ranks next to those of Homer and Vi rgih 
Tasso is eminent for the fertility of his invention, the ex- 
pression of his characters, the richness of his descriptioni 
and the beauty of his style. 

As the Italians boast of Tasso, so do the Portuguese of 
Camoens* who was nearly his cotemporary* The subject 
of the poem of Camoens, is the discovery of the East Indies 
by Vasco de Ghuna ; and the enterprise is alike splendid and 



In the drawing of characten, how does Taaao oompaie with Virgil and 
Homer 7 What ie said of Taseo's machinery ; when u it noble ; but what 
remarki follow 1 With what does Taaeo abound ; and how ie this r»> 
mark illustrated 1 What is said of his battles ; by what does he interest 
us: and why 1 In what is he inferior to Virail ; and when is he aitificial 1 
With what has Tasso often been charged; but why is this an error 1 
Whatissaidof the humor of decrying Tasso; and wtut rank does the Je- 
rasalemholdl For what is Tasso eminent 1 Of whemdoths Poftugiwn 
boast; andwhatistheiplgectof hispoemi 
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interesting. The adventures, distresses, and actions, of 
Vasco and his countrymen, are well fancied and described; 
and the Lusiad is conducted on the regular epic plan. The 
incidents of the poem are magnificent ; and if an allowance 
be made for some wildness and irregularity, there will be 
found in it much poetic spirit, much fancy, and much bold 
description. In this poem, however, there is no attempt ^ 
painting characters ; and the machinery of the Lusiad is 
altogether extravagant. There prevails in it an odd mix- 
ture of Christian ideas and Pagan mythology. The Pagan 
divinities appear to be true deities ; and what is strange, 
Christ and the holy Virgin are made to be subordinate 
agents. The great purpose, notwithstanding, of the Portu- 
guese expedition, is to extend the empire of Christianity, 
and to extirpate Mahometanism. 

In this religious undertaking, the chief protector of the 
Portuguese is Venus, and their great adversary is Bacchus. 
Jupiter is introduced as foretelling the downfall of Mahomet. 
Vasco, during a storm, implores the aid of Christ and the 
Virgin ; and, in return to his prayer, Venus appears, and 
discovering the storm to be the work of Bacchus, complains 
to Jupiter, and procures the winds to be hushed. Ail this 
is most preposterous ; but towards the eiad the poet makes an 
apology for his mythology. His apology, however, is not 
satisfactory ; for his salvo is, that the goddess Thetis informs 
Vasco, that she and the other heathen divinities, are nothing 
more than names to describe the operations of Providence. 

There is, however, in the Lusiad, some fine machinery of 
a different kind. The appearance of the genius of the 
River Ganges, in a dream, to Emanuel, King of Portugal, 
inviting him to discover its secret springs, and acquaintiog 
him that he was the destined monarch for whom the trea- 
sures of the East were reserved, is a fine idea. But it is in 
the fifth canto that the poet displays his noblest conception of 
this sort. Vasco is there recounting the wonders of his 
navigation. And when the fleet arrived at the Cape of 
Good Hope, which had never been doubled before by any 

What is said of it ; and how is thb illostrated 1 In this poem, at wbal 
is there no attempt; what prevails in it; and what remarks fbSiow'i In 
this religioos undertaking, who protects and who opposes the Portuguese i 
and how is Jupiter represented i What are all preposterous ; what is tlis 
post's apology ; and what is observed of it 1 There is, however, what ia 
thft Lusiad ; and what is a fine idea 1 But where does the poet dinplay 
his nobkdt concepdon of this sozt ; sod what is iti 
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navigator, he relates that there appeared to them suddenly, 
a huge phantom, rising out of the sea in the midst of tem- 
pests and thunder, with a head that advanced to the skies, 
and a countenance the most terrific. This was the genius 
of that hitherto unknown ocean ; and he menaced them in a 
voice of thunder, not to invade those undisturbed seas, and 
fisretelling the calamities that were to befal them, retired 
from their view. This is one of the most solemn and 
striking pieces of machinery ever employed ; and is a 
sufficient evidence that Camoens was a poet of a bold and 
lof^ imagination. 

In reviewing the epic poets, it would be unpardonable not 
to notice the amiable author of the Adventures of Tele- 
machus. His work, though not composed in verse, is justly 
entitled to be considered a poem ; and the plan is, in general, 
well contrived, having epic grandeur, and unity of action. 
He employs the ancient mythology, and excels m its appli- 
cation. His descriptions are rich and beautiful ; especially 
of the softer and calmer scenes, for which the genius of 
Fenelon was best suited. He delights in painting the inci- 
dents of pastoral life, the pleasures of virtue, and the pros- 
perity and tranquillity of peace. 

His first six books are eminently excellent. The adven- 
tures of Telemachus, as recounted to Calypso, are the chief 
beauty of the work; The narration throughout them is 
lively and interesting. In the books which follow, espe- 
cially the last twelve, there is less happiness in the execution. 
The author, in his warlike adventures, is the most unfor- 
tunate. The principal objection to this work being classed 
with epic poems, arises from the minute details of virtuous 

g>licy, into which the author in some places enters ; and 
om the discourses and instructions of Mentor, which recur 
too jfrequently, and in which there is, doubtless, too much of 
a common-place morality. To these peculiarities, however, 
the author was led from the design with which he wrote— 
that of forming a young prince to the cares and duties of a 
virtuous monarch. 

What was this ; what did he do ; and what is said of it '{^ In le- 
viewing eroc poets, what would be unpardonable ; and what is said of his 
work 1 What does he employ ; and how 1 What is observed of hit 
desdriptions ; and in what does he delight 1 Which books are excellent; 
and wnat are the chief beauty of the work 1 Of the books which follow, 
what is observed ; and where is the author the most unfortunate 1 Whit 
is the principal objection to ranking this work with epic poems ; but to 
these peeuliamiei) by what WW the author led 1 
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SeTeral poets of the epic class, have described a descent 
ioto hell ; and in the prospects they have given us of the 
invisible world, we may observe the gradual refinement of 
men's notions concerning a state of future revirards and pun- 
ishments. In Homer, the descent of Ulysses into hell, is 
indistinct and dreary. The scene is in the country of the 
Cimmerians, who inhabit a region covered with clouds and 
darkness; and when the dead appear, we hardly know 
whether Uljrases is above or below ground. The ghosts, 
too, CTen of the heroes, appear to be sad and dissatisfied. 

In Vir^l, the descent into hell discovers greater refine- 
ment, ana indicates a higher advancement in philosophy. 
The objects are distinct, awful, and grand. There is a fine 
discrimination of the separate mansions of the good and the 
evil spirits. Fenelon has still improved upon Virgil. The 
Tisit of Telemachus to the shades, is ii^ a higher style of 
philosophy. He employs the same fiibles and the same 
mythology; but he refines the ancient mythology by his 
knowledge of the true religion, and that beautiful enthu- 
siasm for which he is so remarkable. His relation of the 
happiness of the just, is an admirable effort in the mystic 
stram. 

In his Henriade, Voltaire has given us a regular epic 
poem, in French verse. To deny genius to Voltaire would 
oe absurd ; and in the present work, accordingly, he dis- 
covers, in several places, that boldness of conception, that 
yivacity, and that liveliness of expression, for which he has 
been so much distinguished. Several of the comparisons are 
new and remarkably happy. But, perhaps, the Henriade 
is not the master-piece of this writer. In the tragic line he 
has certainly been more successful than in the epic. It may 
be observed, too, that French versification is by no means 
anited to epic composition. Its want of elevation is aeainst 
it, as well as its being fettered with rhyme. There is thence 
not only a feebleness in the Henriade, but even a prosaic 
flatness. The poem, consequently, lancuishes ; and the 
imagination of the reader is not animated with any of that 

What have ■ereral of the epic poets attempted to describe ; and in the 
prospects they flve us, what may be observed f How is this lemaik fuUy 
illustrated fromtlomer, from Viiffil, and from Fenelon 1 In his Henriade, 
what has Voltaire given us ; and in the present woris, what does he dis> 
Si*'^ • W^ i« nid of seven! of the comparisons; and what ranaik 
ftOowsl What may also be observed; why; and what cooaequeoos 
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spirit and interest, which ought to be inspired by a sublime 
and spirited performance of the epic kind. 

The subject of the Henriade is the triumph of Henry the 
Fourth over the arms of the League. But the action of the 
poem includes, properly, only the siege of Paris. It is, in 
Its nature, sufficiently epic ; and the poem, in general, is 
conducted according to the critical rules. But it has great 
defects. It is founded on civil wars ; and it presents to the 
mind the odious objects of assassinations. The events on 
which it is founded are of too recent date, and too much 
within the circle of well known -incidents. The author has 
&rther erred, by improperly mixing fiction with truth. For 
instance, he makes Henry travel into England, and to hold 
an interview with Glueen Elizabeth. Now Henry never 
saw England, and never conversed with Elizabeth; and 
such unnatural fables are so wild, that they shock every 
intelligent reader. 

In order to embellish his subject, Voltaire has employed 
a great deal of machinery ; but it is remarkable that his ma- 
chinery is of the worst kind. It consists of allegorical 
beings. Discord, cunning, and love, appear as personages, 
mix with the human actors, and make a considerable figure 
in the intrigue of the poem. This is contrary to every rule 
of rational criticism. It is possible to believe in the exist- 
once of ghosts, angels, and devils ; but it should be consi- 
dered that allegorical beings are no more than representations 
of human passions and dispositions ; and they ought not to 
have a place as actors in any poem. 

In justice to our author, however, it should be observed, 
that the machinery of St. Louis, which he also employs, is 
possessed of real dignity. The prospect of the invisible 
world, which St. Louis gives to Henry in a dream, is a very 
fine passage in the Henriade. The introduction, by Death, 
of the souls of the dead, in succession before God, and the 
palace of the Destinies, are also passages which are striking 
and magnificent. 

Though some of the episodes in this poem are properly 

What 18 the sabjoct of the Henriade ; but of the action of the poem, 
what b observed? Though in its nature it is sufficiently epic, yet what 
arc its defects 1 How has the author fiirther erred ; and what instance is 
mentioned t What is remarked of the machinery of Voltaire ; and how 
is this illustrated 1 To what is this contrary ; and what remarks follow 1 
In justice to our author, however, what must be observed;^ and what 
faistances of illustration follow 1 Of the episodes, the narration, and the 
•tnin of sentiment, what is observed ; and what remark fi>Uow8 1 
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extended, yet the narration it altogether too Cfeneral. At 
the same time, the events are too much crowded together. 
The etrain of sentiment, however, which pervades the 
Henriadcf is noble. Religion appears always with the 
greatest lustre ; and the poem has that spirit of humanity 
and toleration, which is the constant distinction of men, who 
rise fiir above the level of the species. 

Blilton, of whom we are stul to speak, has marked out 
for himself a new and very extraordinary track in poetry. 
As soon as we open his Paradise Lost, we find ourselves 
introduced, at once, into an invisible world, and surrounded 
with celestial and infernal beings. Angels and devils are 
not the machinery, but the principal actors in the poem ; and 
what in any other composition would be the marvellous, is 
here only the natural course of events. A subject so remote 
from the affiiirs of this world, may leave room to doubt 
whether Paradise Lost can properly be classed among epic 
poems. But whether it be epic or not, it is certainly a high 
eflfort of poetical genius; and in majesty and grandeur, is 
equal to any performance of ancient or modern times. 

How &r Aulton was happy in the choice of his subject, 
may be questioned. It certainly led him upon very difficult 
ground. Had he taken a subject that was more human, 
and less theological; that was more connected with the 
occurrences of real life, and afforded a greater display of 
the characters and passions of men, his poem would, per- 
haps, have, to the generality of readers, been more pleasing 
and attractive. His subject, however, was certainly suited, 
in a peculiar manner, to the daring sublimity of his c^enius. 
As he alone, perhaps, was fitted for his subject, so he has 
shown, in the conduct of it, a stretch both of imagination 
and invention, which is perfectly wonderful. It is astonish- 
ing that, from the few hints given us in the sacred Scriptures, 
he should have been able to raise so complete and regular a 
structure, and to fill his poem with such a variety of inci- 
dents. No doubt he is, at times, dry and harsh ; and too 
often the metaphysician and the divine. But in the general 
flow of his narration, he is engaging, elevated, and afifect- 

Wbat luM Blilton maikfld out fn hiniMlf; and how is this iUustratedl 
Of what maj the sabject leave room to doabt; bat of the work what ve- 
naxk Ibllowsl On tlw choice of lifihon's subject, what is observed; and 
what would have been, to the generality of readers, more interesting 1 To 
what, however, was it well suited; and what remaA ibllowsl What is 
BMtiBr of ataushment; of the goieral plan of his namtion what is ob- 
s«VBd; MMlhowkthiiiDiMtnMI 
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ing. His objects are changed with art ; his scene is now 
in heaven, and now on earth ; and amidst this variety, the 
unity of his plan is perfectly supported. Still and calm 
scenes are exhibited in the employments of Adam and Eve 
when in Paradise ; and there are busy scenes, and great 
actions, in the enterprise of Satan, and the wars of the angels. 
The amiable innocence of our first parents, and the pride and 
ambition of Satan, afford a contrast throughout tne whole 
poem, which gives it an uncommon charm. 

The nature of the subject did not admit of ^y great dis- 
play of characters ; but such as could be mtroduced are 
supported with much propriety. Satan forms a very striking 
figure ; and Milton has artfully given him a character not 
altogether void of some good qualities. He is brave ; and 
to his own troops he is fiiithful. In the midst of his impiety, 
he is not without remorse. He even feels a sentiment of 
compassion for our first parents, and appeals to the necessity 
of his situation, as an apology for his machinations against 
them. He is actuated by ambition and resentment, rather 
than pure malice. The characters of Beelzebub, Moloch, 
and Belial, are well painted. But the good angels, though 
dignified, have too much uniformity. They have their dis- 
tinctions, however ; and it is impossible not to remark the 
mild condescension of Raphael, and the tried fidelity of 
Abdiel. The attempt of the poet to describe God himself, 
was too bold, and eccordinc^ly, it is unsuccessful. Our first 
parents are finely portrayed. Perhaps Adam is sometimes 
represented as toa knowing and refined for his situation; 
but Eve is most happily delineated. Her gentleness, mo- 
desty, and frailty, mark, very expressively, a female cha- 
racter. 

Milton's great and distinguishing excellence is, his sub- 
limity. In this he is far superior to any other poet. But 
it is to be observed that his sublimity is of a peculiar kind. 
, It differs from that of Homer, which is always accompanied 
with impetuosity and fire. There is, in Milton's sublimity, 
a calm and amazing grandeur. Hom& warms and hurries 

What afford a contnurt thionghoat the whole poem ; and what ia oIk 
•erred of it 1 What did not the nature of the subject admit ; but what 
remark foUowa 1 How is this fullv illustrated in the character of Satan: 
and what other characters are well painted 1 What is said of the gooa 
angels 1 -Where has Milton failed ; why ; and what is said of Adam and 
Evel What Was Milton's dislingnishing excellenee; and how does ha 
Mmpava with Homarl 
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us along. By Milton we are fixed in a state of elevation 
and astonishment. The sublimity of the former is to be 
found most, most commonly, in his descriptions of actions ; 
that of the latter, in the representation of stupendous and 
wonderful objects. 

But thoufifh Milton is most distinguished for his sublimity, 
yet his work abounds in the beautiful also, and the pleasing, 
and the tender. When the scene is in Paradise, the imagery 
is always gay and smiling. His descriptions show an un- 
commonly fertile imagination ; and in his similes he is re- 
markably happy. His faults — ^for what writer is without 
them — are to be found chiefly in his learned allusions, and 
his introduction of ancient fables. 

The language and versification of Milton has high merit. 
His style is full of majesty, and wonderfully adapted to his 
subject. His blank verse is harmonious and diversified, 
and affords an admirable example of that unusual elevation 
which our language is capable of attaining by the force of 
numbers. There may, indeed, be found prosaic lines in his 
poem ; but these may easily be pardoned in a long work, 
where the poetry is, in general, so smooth, so varied, and 
so flowing. 



Besides its sublimity, with what also does his work abound ; and how is 
this illustrated 1 In what may his faults be chiefly found 1 Of MiHoo's 
language and versification what is remarked } and how is this fully illus- 
trated T 
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LECTURE XLII. 

DRAMATIC POETRY— TRAGEDY. 

Dramatic poetry has always, among all civilized natibns, 
been a ^vorite amusement. It is divided into two forms — 
tragedy and comedy. Tragedy is the most dignified ; as 
great and serious objects are more interesting than trifling 
and ludicrous ones. The one rests upon the passions, the 
virtues, the crimes, and the sufferings of mankind ; the 
other, upon their humors, follies, and pleasures. Terrot 
and pity are the great instruments of the former ; ridicule, 
of the fatter. 

Tragedy is a: direct imitation of human manners and 
actions, it does not exhibit characters by description or 
narration ; it sets the personages before us, and makes them 
act and speak with propriety. This species of writing, con- 
aequently, requires a deep knowledge of the human heart ; 
and when happily executed, it has a commanding power in 
raising the strongest emotions. 

Tragedy, as poetic composition, is, in its general strain 
and spirit, favorable to virtue. It operates chiefly, by ex- 
citing , virtuous emotions. Characters of honor, claim our 
respect and approbation ; and to raise indignation, we must 
paint a person in the odious colors of depravity and vice, 
virtuous men are, indeed, oflen represented by the tragic 
poet, as unfortunate ; for this happens in real life : but he 
never fails to engage our hearts in their behalf;, and, in the 
end, he always conducts them to triumph and prosperity. 
Upon.the same principle, if bad men are represented as suc- 
cessful, they are yet finally led to punishment. The object 
of this species of composition should, therefore, always be, 
to improve our virtuous sensibility. If an author interests 
.11' I . I ■ I ■■* 

What is remarked of dramatic poetry ; and how is it divided 1 Whv is 
tn|[edy the most dignified ; on what do they resj^tively rest; and what 
axe thor instruments? . Of what is tragedy an imitation ; what illustration 
fi)Uow8; and of this species of writing, what is farther observed 1 To 
what is tragedy fiivorable ; how does it operate ; and what remarks follow 1 
Why are virtuous men oflen represented as unfortunate; but what is 
always done? Upon the same principle, what is remarked of bad men? , 
What, therefore, should always be the objc^ of this species of composition ; 
and when has an author attained all the moral puipoees of the tragic muse 1 
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us in behalf of virtue, excites in us compassion for the dis- 
tressed, inspires us with proper sentiments on beholding the 
vicissitudes of life, and stimulates us to avoid the misfortunes 
of others, by exhibiting their errors, he has attained all the 
moral purposes of the tragic muse. 

To effect this purpose, it is necessary to hare an interesting 
story as the subject, and to conduct it m a natural and proba- 
ble manner. For the end of tragedy is not so much to 
elevate the imagination, as it is to affect the heart. This 
principle, which is founded in the clearest reason, exclixles 
from tragedy all machinery, and all fabulous interventions 
whatever. Ghosts alone, from their foundation in popular 
belief have maintained a place in it ; but the use even of 
them, is not to be commended, and they must be managed 
with great art. 

To promote the impression of probability, the story of a 
tragedy, according to some critics, should never be a pure 
fiction, but ought to be based on real history. This, how- 
ever, is certainly carrying the matter too far ; for a fictitious 
tale, if properly conducted, will melt the heart as much as any 
real history. It is sufficient that nature and probability be 
not violatea; and, therefore, the tragic poet may mingle 
"Biany fictitious circumstances, with real and well known 
fiicts, without the least objection. The great majority' of 
readers never think of separating the historical from the 
fiibulous. They regard, and are affected by those events 
only, that resemble nature. Accordingly, some of our most • 
affecting tragedies, sudi as the Fair Penitent, and Douglas, 
are entirely fictitious in their subject. 

Tragedy was, at its origin, very rude and imperfect. 
Among the Greeks, it was nothing more than the song that 
was sung at the festival of Bacchus. These songs were 
sometimes sung by the whole company, and sometimes by 
separate bands, answering alternately to each other, and 
making a chorus. To give this entertainment the greater 
variety, Thespis, who flourished about 630 years before the 
Christian sera, introduced, between the songs, a recitation 



To effect this purpoeej what is necessary ; and why*? What does this 
principle exclude from tragedy ; and what remark foUows ? To promote 
the impression of probability, what opinion has prevailed ; but why is this 
carrying the matter too fori What is sufficient; and, therefore, what 
^^^^r! ^^^y *■ **"« ^^ case; and. what is, therefore, said of some of 
our bert tragedies 1 What was the state of tragedy at its origin : howk 
thistlhid||atod; and whalb said of Thespfa hirf Jfiichylus. 
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in verse ; and iBschylus, who lived iifly years after hiniy 
introduced a dialogue between two persons, or actors, com- 
prehending some interesting story, and placed them upon a 
stage adorned with scenery. The drama now began to 
assume a regular form ; and was soon after brought to per- 
fection by Sophocles and Euripides. 

From this account it appears that the chorus was the 
foundation of tragedy. But what is remarkable, the dramatic 
dialogue, which was, at first, only an addition to it, soon 
became the principal part of the entertainment. The chorus, 
losing its dignity, came to be considered only an accessory 
in tragedy. At length, in modern tragedy, it disappeared 
altogether ; and its absence from the stage, in modern times, 
is the chief distinction between our drama and that of the 
ancients^ With regard to the chorus, it must be allowed, 
that it added splendor to the drama ; and that it was a vehicle 
for moral lessons, and high poetic efforts. But still it was 
itnnatural, and detracted from the interest of the piece. It 
removed the representation from the resemblance of real 
life; and h^^s, consequently, with much propriety, been dis- 
continued. 

As in the conduct of the drama, the unities of action, 
place, and time, are considered capital circumstances^ we 
shall now proceed* to treat of them. 

The unity of action is, doubtless, of great importance. It 
refers to the relation which all the incidents introduced bear 
to sbme design or effect, so as to combine them, naturally, 
into one whole. In tragedy, this "unity of subject is ex- 
pressly essential ; for a multiplicity of plots, by distracting 
the attention, prevent the passions from rising to any height. 
Hence the absurdity of two independent actions in the same 
play. There may, indeed, be under-plots ; but the poet 
should be careful to make these subservient to the main 
action. The only object of these is to assist in bringing 
£>rward the catastrophe of the play. 



What ^ the drama now begin to assmne; and by whom waa it pep* 
fected 1 From thia account, what appears to hate been the foondation d 
tragedy ; but what is remarkable ; and how is this illuatrated 1 With re- 
gard to the chorus, what must be allowed; and what remark follows 1 
What, in the. conduct of the drama, are considered capital circumstanoet 1 
To what does the unity of action refer ; and why is it, in tragedy, essen- 
tial 1 Hence what is observed; and of under-plots what is remarked 1 
With what must not the unity of action be confoiindjed ; and when is 
tiie plot simple 1 
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Unity of action must not, however, be confounded with 
'simplicity of plot. The plot is simple, when but a small 
number of incidents is introduced into it ; and in this, the 
ancients excelled the modems. Thoug^h the modem intro- 
duction of a great number of incidents, may be considered 
an improyement, as it renders the piece both more instruct- 
ing and more animated ; yet it may be carried too fiir; for 
too much action and intrigue, produce perplexity and em- 
barrassment* Of this Congreye's Mouming Bride is an 
example. Its events are too numerous, and too rapidly ex- 
hibited ; and the catastrophe is intricate and artificial. 

But the unity of action, besides being attended to in the 
general construction of the fiible, must be studied in all the 
acts and scenes of the play. By an arbitrary division, there 
are five acts in every play. For this, however, there seems 
to be no necessity. On the Greek stage, the division by 
acts was unknown. Even the word act does not, in the 
Poetics of Aristotle, once occur. Practice, however, has 
established this division ; and it will, in all probability, eoDf- 
linue to be observed. 

The first act should contain a clear exposition of the sul^ 
ject. It should introduce the personages to our acquaintance, 
and excite curiosity. During the second, third, and fourth 
acts, the plot should advance and thicken. The passions 
should be kept perpetually awake. There should be no 
scenes of idle conversation, or vain declamation. The sos- 

rnse and agitation of the reader should constantly increase* 
is in this that Shakspeare surpasses all other authors. In- 
deed, sentiment and passion, pity and terror, should reign 
in, and pervade eveiy tragedy. 

In the fifUi act, which is the seat of the catastrophe, the 
author should display all his art and genius. The un- 
ravelling of the plot should be brought alK)ut by natural and 
probable means. It should be simple, depend on a lew events* 
and include few persons. A passionate sensibility languisheSt 
when divide(| among a number of objects : it is strong and 

Of the coane Dunned bj the andents and- the modenw in thk vegpeeli 
wluU 10 obaervea; and in what play is this illustrated 1 In what, ako^ 
most the nnitj of action be studied ; and on this subject, what is fitfthv 
remarked? Of the first, and of the second, third, and fourth acta, what 
is observed ; and how is this Hlustrated 1 Who excelled in this; uid whi^ 
■hoold pervade every tra^y 1 What is renug^ed of the fifth act; and 
why ahoald the onraveUu^ be ample, and depend on Ibw dicamatanoeal 
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▼ehement only when directed to a few. In the catastrophe, 
evexy thing should be warm and glowing ; and the poet 
should be siipple, serious, and pathetic. English tragic 
writers have generally inclined to. an unhappy close ; and 
this seems in accordance with the spirit of the tragic 
muse. 

Why it is that the emotions of sorrow in tragedy should 
affi>rd gratification to the mind, is a curious inquiry ; and 
perhaps, the best reason that can be assigned for it is, that 
by. the wise and gracious constitution of our nature, the ex- 
ercise of all the social passions is attended with pleasure* 
Nothing is more pleasing than love and friendship ; and 
conJsequently» whenever we take a deep interest in the con- 
cerns of others, an internal satisfaction is produced in our 
own minds. Pity exerts a powerful influence, and is pecu- 
liarly attractive ; and though -it produces some distress, it, 
at the same time, includes benevolence and friendship, and 
partakes of the pleasing nature of those affections. The 
neart is warmed by kindness and humanity ; and we are 
pleased to find ourselves capable of entering, with becoming 
sorrow, into the concerns of the afflicted. 

Having treated of the acts of a play, we pass to the 
scenes. The introduction of a new personage, constitutes 
what is called a new scene. These scenes, or successive 
conversations, should be closely connected^ and to effect 
this, the poet should, in the first place, constantly keep some 
personage before us ; and in the second place, no person 
should be introduced or pass from before us, without suffi- 
cient reason. If this latter rule be neglected, the nature of 
dramatic writing is violated ; for the drama professes to be 
a representation of real transactions. 

To the unity of action, critics have added the unities of 
time and place. The unity of place requires that the scene 
should aot be shifted ; and the unity of time, that the action 
continue no longer than would be required for the repre- 
sentation* Aristotle,, however, permits the action to com- 
prehend the whole of the time of one day. The object of 

What iai Either remarked of the catastrophe ; and to what have EndSsh 
tragic writers inclined ? Why do the emotions of sorrow in tragedy, aBK>xd 
grtSification to the mind; and how b this fully illustrated 1 Having 
treated of the acts of a play, to what do we pass ; for these what rules aia 

E'ven ; and of the latter what is observed 1 To the unity of actiop what 
Lve critics added ; and of them respectiv^y what is remarked 1 What, 
xv.^ii_ '- the otdect of thoie rales } and what lemariuftdlowl 

8^ 
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these rules, therefore, is to bring the imitation as close as 
possible to reality. In modem times, too, the practice of 
suspending the spectacle a short time between the acts, ren« 
ders the strict confinement to time and place less necessanr* 
Strict adherence, therefore, to these unities, should not be 
preferred to high beauties of execution, or to the introduction 
of pathetic scenes. 

From dramatic action we proceed to the characters most 
proper to be introduced in tragedy. Some critics suppose, 
that the nature of tragedy requires the principal personages 
to be always of illustrious character, and high rank. They 
affirm that the sufferings of such persons seize the heart the 
most forcibly. This, however, is but specious reasoning; 
for the distresses and agitations of private life, are affecting 
in the highest degree. Desdemona, and Belvidere, interest 
as much as though they had been queens. It is sufficient 
that there be nothing degrading or mean in the personages 
exhibited. Illustrious rank may give greater Splendor to 
the Spectacle ; but it is the tale itself, and the art of the poet, 
that can alone give influence to the piece. 

In describing the characters of the persons represented, 
the poet should be careful so to order the incidents that relate 
to them, as to leave favorable impressions of the care of 
Providence, and admiration for virtue. Unmixed characters, 
either of good ^r bad men, are^ perhaps, not the most suits* 
ble for tragedy ; for the distresses of the former, being un* 
merited, injure us, and the afflictions of the latter excite no 
compassion. Mixed characters, therefore, such as we meet 
Vith in the world, are the best field for displaying, without 
any bad consequences to morals, the vicissitudes of life. They 
interest the most deeply ; and while all their distresses are 
pathetic, they are the more instructive, when their misfor- 
tunes are represented as springing out of their own passions, 
or as originating in some weakness incident to human nature* 

The Greek tragedies are too off en founded on mere destiny, 
and inevitable misfortunies. Modern tragedy aims at s 
higher object, and shows the direful effects of ambition. 



Ffom dramatic action to what do we proceed; and of them what ha^ 
some writeiB supposed 1 Why is this but spedous reamning; and of thif^ 
what remarks ftllow 1 In describing characters, what course should the 
poet punue; and of unmixed characters, what is obserredl What 
ehwacters, therefore, are the best; and why 1 On what are the GfMk 
tngedies too often fbunded; butviiiatisobwrredof themodeml 
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jeftlociSY, love, resentment, and every strong emotion. But 
of all the passions which hare occupied the modern drama, 
love has had the greatest triumph. In ancient tragedies love 
is scarcely known ; and this, perhaps, is to be attributed to 
tfce circumstance, that females took no part in their repre- 
sentations. It is evident, however, that no solid reason can 
be assigned for the predominancy of love among modenl 
tragic writers; and Home, in his Douglas, has afforded 
sufficient proof, that the drama may produce its liighest 
efiects, without any assistance from love. 

Besides the arrangement of his subject, and the conduct 
of his personages, the tragic poet must attend to the propriety 
of his sentiments. These must correspond with the persons 
who are represented, and with the situations in which they 
are placed. This direction is so obvious, that it docs not 
require to be insisted upon ; and it is chiefly in the pathetic 
narts, that the difficulty of following it is to be found. 

Dramatic writers have generally been least successful in 
^eir attempts at exciting passion. . A man under high pas- 
ion, makes known his feelings in the glowing language of 
ensibility. He does not coolly describe what his feelings 
ire ; yet it is to this sort of description that tragic poets 
lave recourse, when they are unable to attain the native 
«nguage of passion. Thus, in Addison's Cato, when Lu- 
sia having confessed to Fortius her love for him, swears that 
she will never marry him ; Fortius, instead of giving way 
to Ihe language of grief, only describes his feelings: 

Fix'd in astoniahment, I gaze upon thee, 
Like one just blasted by a stroke from heaven, 
Who pants for breath, and stiffens yet alive 
In dreadful look ; a monument of wrath. 

These lines might have proceeded from a bystander, but 
are altogether impronpr from Fortius. Similar to this descrip- 
tive language, are the unnatural and forced thoughts which 
tragic poets sometimes employ to exaggerate the feelings of 
persons whom they wish to dfescribe under high agitation. 
Thus, when Jane Shorei in meeting with her husband in her 
distress, and on finding that he had forgiven her, calls on the 

What pasaoB mort oecapies the mbdern drama; and what is ranarked 
of this! fieatdes the anraogement of his subject, to what must the tnac 
poet attend ; with what must these correspond ; and of this dinetbn, what 
isobserved 1 Where have dramatic writers gensnily been least snocessfol : 
what remarks ibUow; and firom Addison's Cato how k this ilLastrated 1 
Similar to this descriptivs kuutoafle an what^ and what illiiirtratkinf ftt- 

l0Wl 
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rains to give her their drops, that she may possess a con- 
stant supply of tears, the poet strains his &ncy to say sonie- 
thinff that shall be uncommonly lively. 

The language of real passion is always plain and simple. 
It abounds, indeed, with figures ; but these express a dis- 
turbed and impetuous state of mind, and are not for mere 
parade and embellishment. The thoughts suggested by pas- 
sion are natural and obvious, and not exaggerations of re- 
sentment, subtlety, and wit. Passion neither reasons, nor 
speculates, nor declaims : the language is short, broken, and 
interrupted. In this the Greek tragedians excel : and this, 
too, is the great excellence of Shakspeare. 

With regard to moral sentiments and reflections, they 
ought not to recur too frequently in tragedy. When unsea- 
sonably used, they lose their effect, and convey an air of pe- 
dantry. When introduced with propriety, however, they 
have great dignity. Cardinal Wolsey's soliloquy on his 
&11, is a fine instance of the felicity with which they may 
be employed. 

The style and versification of tragedy, should be free, 
easy, and varied. English blank verse is peculiarly suited 
to this species of composition. It is capable of great ma- 
jesty, and may yet descend to the familiar ; it admits of a 
happy variety of cadence, and is free from the monotony of 
rhyme. Of the French tragedies, it is a great misfortune 
that they are always in rhyme ; for it fetters the freedcMn of 
the tragic dialogue, renders it languid, and is &tal to the 
power of passion. 

What is observed of the language of real pasrion ; and of paami 
what is &rther remarked 1 With regard to moral senttments and lefleo- 
tions, what is observed ; and of their proper introduction, what inskajioe is 
given ^ What should the style and verification of tragedies be j and what 
advantage have the English over the French m D^ respect 1 
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LECTURE XLIII. 

OBEEK TRAGEDY— FRENCH TRAGEDY- 
ENGLISH TRAGEDY. 

Hatino treated of all the different parts of traffedy* we 
shall now proceed to take a short view of that of Ghreece, 
of France, and of England ; remarking, as we pass, on the 
different distinguished writers of each country. 

We have already observed, that in the Greek tragedy 
there was much simplicity. The plot was natural and un- 
encumbered ; the incidents were few ; and the conduct, with 
respect to the unities of action, time, and place, yery exact* 
Machinery, or the intervention of the gods, was employed ; 
and what was preposterous also, the final unrayelling was 
sometimes roaae to turn upon it. Love, except in one or 
two instances, was never admitted into the Greek tragedy. 
Their subjects were often founded on destiny or inevitable 
misfortunes. A vein of religious and moral sentiment 
always runs through theAi, but they made less use than the 
modems do, of the combat of the passions, and of the dia- 
tresses which they bring upon us. Their plots were all 
taken from the ancient traditionary stories of their own 
nation. Hercules furnishes matter &r two tragedies. The 
history of QSdipus, king of Thebes, and bis unfortunate 
fiuoaily, for six. And the war of Troy, with its circum- 
stances^ for no fewer than seventeen. 

^^Sschylus, who is the, father of Greek tra^dy, exhibits 
both the beauties and diefects of an early original writer. 
He is bold, nervous, and animated, but very obscure and 
difficult to be understood. The ardor of his mind hurried 
him frequently into extravagance and bombast, and rendered 
that indistinct which a greater degree of attention, and a 



Having tnat»d of all the dtflerent paxto of tngedy, to what diall we 
am pTOMod; and what dol What have we already observed; and how 
if thk illiutiatod 1 What was employed ; and vrfaat is observed of it 1 
What was nsvioradniitled; on what were their subjects often finmded; and 
what nmaiii Ibilows 1 From what were their plots all taken : and how is 
tins mmark ilhistntedl What does iEschylus exhibit; and what is ftr- 
ther remarked of him 1 Into what did the ardor of his mind fteqtMntiy 
hnny hioii and what fitUowed 1 
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more refined taate, would have made elegant and perspicuoiu. 
The moral eentiments which he has inculcated, spring 
rather from a view of the evils of life, and the calamities of 
the human race, than from a just knowledfi[e of the mixed 
state of human affairs. To support them with firm courage, 
and determined resolution, was the great maxim he labored 
to establish. The ffuilty he alarms with the terrors of di- 
vine vengeance, and the unfortunate he teaches to submit to 
his calamity as arising from a destiny which must be ful- 
filled. The ghost of Darius in the Persas, the inspiratioB 
of Cassandra in Agamemnon, and the songs of the Furies 
in the Eumenides, are, however, very beautiful, and strongly 
expressive of the author's genius. 

Sophocles is the greatest of the three Greek tragedians. 
In the conduct of his subjects, and in the sublimity of his 
sentiments, he hi surpasses either ^schylus or Euripides. 
He is eminent for his descriptive talent also. The relation 
of the death of (Edipus, in his (Edipus Coloneus, and oi 
the death of Hsmon and Antigone, in his Antigone, are 
perfect examples of description in tragic poets. The style 
of Sophocles is remarkable for dignity and beauty, approach- 
ing even to the magnificence of the epic. It is always pure, 
perspicuous, and harmonious. He never anticipates the 
subject and issue of his plots, but evolves every incident in 
a gradual and natural manner, and keeps the mind in a state 
of suspense till the final catastrophe. 

Euripides surpasses Sophocles in tenderness and moral 
sentiments ; but in the conduct of his plays, he is more in- 
correct and negligent. His expositions are made in a less 
artful manner; and the songs of his chorusses, though re- 
markably poetical, have, generally, less connection with the 
main action than those of Sophocles. The style of Euripides 
is simple, elegant, and not much elevated above the language 
of genteel conversation. It is admirably adapted for ex- 
pressing the various passions and emotions of the mind, 
particukrly those of the tender and amiable kind ; in ex- 



From what do his moral sentiments spring ; and what was the gieat 
maxim which he labored to establish ? What remark follows ; audi what 
are beautiful and strongly expressive of the author^s eeninal What is 
said of Sophocles ; in what does he excel ; and what illustration is girsn 
of his descriptive talent 1 What is observed of his stvie; and what le- 
mark follows 1 How does Euripides oompaie with Sophodea 1 What is 
•aid of his style ; and to what is it admirably adapted ? 
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eiting which he far surpassed his predecessors, ^schylus 
re{)te8ei3ted men greater than they can possibly be ; Sopho- 
cles, as they ought to be ; and Earipides, as they actually 
are. Euripides knew more of the effect of the passions than 
either of the former ; and hence there is more of the tender 
and pathetic in his tragedies, than in those of his prede-* 
cessors. While they, by their representations, raise the 
mind above the weakness of nature, or the vicissitudes of 
fortune, he subdues and unmans it, by pictures of distress 
and excess of feeling. On this account, Aristotle styles him 
the most tragic of all poets. 

The circumstances of theatrical representation among the 
Oreeks and Romans, were, in several respects, very singu* 
lar, and widely diflferent from that of modern times. Not 
only were the songs of the chorus accompanied with instru* 
mental music, but the dialogue part had also a modulation of 
its own, and was capable of being set to notes. It has also 
been thought that, on some occasions, the pronouncing and 
gesticulating parts were divided, and perforitied by different 
persons. In tragedy, the actors wore a long robe, called 
syrma, which flowed upon the stagfe. They were also 
raised upon cothurni, which rendered their stature uncom- 
monly high ; and they always used masks. These masks 
were painted ; and the actors, by turning the difierent pro- 
files, exhibited different emotions to the audience— a con- 
trivance which, certainly, must have been very imperfect. 
In the dramatic spectacles, notwithstanding, of both Greece 
and Rome, the attention given to their exhibition and mag- 
nificence, far exceeded any thing that has been attempted in 
modern times. 

In the composition of some of the French dramatic 
writers, particularly Corneille, Racine, and Voltaire, tragedy 
has appeared with much lustre and dignity. They must be 
allowed to have improved upon the ancients, in introducing 
more incidents, a greater variety of passions, a fuller display 
of characters, and in rendering the subject thereby more in- 
teresting. They have studied to imitate the ancient models 

How did ^schylufl and Sophocles respectively represent men ; in what 
had Euripides the adyantage: and hence what followed 1 How' is this 
illustrated ; and what says Aristotle of him 1 Of the circumstances of 
dramatic representation among the Greeks and Romans, what is remarked ; 
and how is this fully illustrated 1 Still, of their dramatic spectacles what 
is observed 1 What is said of the compositions of some of the French 
dramatic writen, and in what have they improved upon the ancients 1 In 
what have they studied to imitate the ancients } and what remarks fellow 1 
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in regularity of conduct* They are attentive to all the uni- 
tiefl^ and to all the decorums of aenliment and n&orality ; and 
their stvle ia generally very poetical and elegant, what an 
English taste is most apt to censure in them^ is the want of 
fenrort strength, and the natural language of passion. Tliere 
is often too much conversation in their pieces; they are too 
declamatory, when they should be passionate— 4oo refined, 
when they should be simple. Voltaire freely acknowledged 
these defects in French tragedy. He admits that their best 
pieces do not make a sufficient impression on the heart, and 
that the authors seemed afraid of being too tragic. He, 
therefore, gave it as his judgment, that a union of the vehe- 
mence and the action that characterize the English drama, 
with the correctness and decorum of the French, would be 
necessary to form a perfect plav. 

Corneille, who is properly the fiither of French tragedy, 
is distinguished by tne majesty and grandeur of his senti- 
ments, and the firuitfiilness of his imagination* His genius 
was, unquestionably very rich, but seemed more turned 
towards the epic than the tragic vein ; for in general he is 
magnificent and splendid, rather than tender and touching. 
It must be rem^nbered, however, that it seems to have been 
Corneille's object to set forth the human character as it 
should be, and not as it really is ; and to this circumstance, 
that which may seem unnatural in his tragedies, is to be 
attributed. He composed a great number of pieces, the 
most esteemed of which are, the Cid, Horace, and Cinna. 

Racine, as a tragic poet, is much superior to Corneille. 
He wanted the copiousness and grandeur of Corneille's ima- 
^nation ; but is free from bis bombast, and excels him greatly 
m tenderness. His Phsedra, his Andromaque, his Athalie, 
and his Mithridate, are admirable performances, and do no 
small honor to the French drama. His language and ver- 
sification are uncommonly beautiful. Of all the French 
authors, he appears to have most excelled in poetical style ; 
to have managed their rhyme with the greatest advantage 
uid fiicility, and to have given it the most complete hatmony. 

What is Enriudi taste most apt to censure in them ; and of this, what is 
observed 1 What does Voltaire admit; and what does he, therefore, ffive 
as his judgment 1 What b said of Corneille ; and what is observed of 
his gemus T Of him what must be remembered ; and what are his beat 
pieces 1 How does Racine compare with Corneille ; aiid what do no small 
honor to the French dramal What is said of his langixags and vonfi- 
catioD ; and what remarks IbJlow 1 
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Toltaire repeatedly pronounced Racine's Athalie to be the 
finest drama in tne French lan^age. It is ahogether a 
sacred piece, and owes much of its elevation to the majesty 
o( religion; but it is less tender and interesting than 
Andromaque. 

Voltaire, in several of his tragedies, is inferior to neither 
of his great predecessors. . In an important article he has 
outdone them both—- in the delicate and interesting situations 
he has contrived to introduce. Here lies his chief strength. 
He is not, indeed, exempt from the defects of the other 
French tragedians, of wanting force, and of being some- 
times too long and declamatory in his speeches ; but his 
characters are drawn with spirit, his events are striking, 
and in his sentiments there is much elevation. His 2kiyre, 
Alzire, M6rop^, and Orphan of China, are four admirable 
tragedies, and deserve the highest praise. What seems very 
remarkable is, that Voltaire, though a professed • infidel, 
should, in the strain of his sentiments, be tne most teligionSf 
and the most moral, of all the French tragic poets. 

We have still to speak of the state of tragedy in Great 
Britain-; the general character of which is, that it is more 
animated and passionate than French tragedy, but less regu* 
lar and correct, and less attentive to decorum and to ele* 
gance. The pathetic, it must constantly be remembered, is the 
soul of tragedy. The English, therefore, must be allowed 
to. have aimed at the highest species of excellence ; though 
in the execution, they have not always joined the other beau* 
ties that ought to accompany the pathetic. 

The first object that presents itself to us among the 
English dramatists, is the great Shakspeare. Great he may 
be justly called, as the extent and force of his natural genius, 
both for tragedy and comedy, are altogether unrivalled* 
But at the same time it must be acknowledged, that his 
genius is sometimes wild, that his taste is not always cor- 
rect, and that he was too little assisted by knowledge and 
art» Long has he been idolized by the British nation ; mucli 

What said VoIUira of hk Athalie i and what foQows 1 How doea Vol- 
taire compare with his pradeceMonl From what is he not exempt; but 
what exceUenciea tbXkm 1 Which of hb tragedies deserve the highert 
praise ; and what is a very remarkable drcwnstanoe 1 Of what have we 
atin to speak; and how does it oompaie with the French? What most 
oonstanUv be remembered; and wnat, therefore, foDoWsl Amengthe 
English dramatists, who first presents himsdf ; and why may fas be caUei 
gvsai 1 What most, .at the same time, be acknowledged; and what n- 
marks &ik»w1 . 

SO 
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has been said and much written concerning him ; criticiam 
haa been lavished with the utmost prodigality upon his words 
and witticisms ; and yet it is undecided, whether his beau- 
ties 6r his fiiults predominate. Admirable scenes and pas- 
sages without number, there are in his nlays — ^passages 
beyond what are to be found in any other dramatic writer ; 
but there is hardly any one of his plays, which can be read 
with uninterrupted pleasure throughout. Besides extreme 
irregularities m conduct, and grotesque mixtures of the 
serious and the comic in one piece, we are often intermpled 
by unnatural thoughts, harsh expressions, a certain obscure 
bombast, and a play upon words, which he is fond of pur- 
suing; and these interruptions to our pleasure too frequently 
occur, on occasions where we would least wish to meet with 
them. All these &ults, however, Shakspeare redeems, by 
two of the greatest excellences which any tragic poet can 
possess— his lively and diversified paintings of character, 
and his strong and natural expression of passion. These 
are his two chief virtues — on these his merit rests. Not- 
withstanding his many absurdities, all the while we are 
reading his plays, we find ourselves in the midst of our fel- 
lows ; we meet with men — ^vulgar, perhaps, in their man- 
ners, coarse and harsh in their sentiments — ^but still they are 
men ; they speak with human voices, and are actuated by 
human passions ; we are int^ested in what they say and do, 
because we feel that they are of the same nature with our- 
selves. It is, therefore, no matter of wonder, that firom-^e " 
more polished and regular, but more cold and artificial per- 
formances of other poets, the public should return with 
pleasure to such warm and genuine representations of human 
nature. 

Shakspeare possesses likewise the merit of having created, 
for himself, a sort of world of preternatural beins^. His 
witches, ghosts, &iries, and spirits of all kinds, are described 
with such circumstances of awful and mysterious solemnity, 
and speak a language so peculiar to themselves, as strongly 
to affect the imagination. His masterpieces, and those in 
which all the strength of his genius appears, are King Lear» 
Hamlet, Othello, and Macbeth. Wita regard to hia lusto- 



What aie there in hk f^yi ; bat what defeets do they oontainl By 
what, however, does Shakspeare redeem all these &Qlta : and what f»> 
narka IbUowl What is, therefore, no matter of wonder 1 What fiMtit 
docs ffliakspeare likewise poHev; and how is this iUuitnitsdl Whsttfs 
hismasisipMoesi and what b dfanrved of his histtnieid plays 1 
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rical plays, they are neither tragedies nor comedies ; hut a 
species of dramatic entertainment, in which he describes the 
personages, the events, and the manners of the times of 
irhich he treats. 

After the age of Shakspeare, we can produce, in the 
Unglish language, several detached trageaies of consider- 
able merit* But we have not many dramatic writers whose 
whole works are entitled, either to particular criticism, or' 
very high praise. - In the tragedies of Dryden and Lee, 
there is much fire, but a great deal of fustian and rant. 
Ijee's Theodosius is the best of his pieces, and though ro- 
mantic in the plan, and extravagant m the sentiments, does 
not want tenderness and warmth. Otway possessed much 
trafi^c spirit ; and his two principal pieces, * The Orphan,' 
ana ' Venice Preserved,' are powerful productions. These 
may, perhaps, be considered too tragic ; the distresses beinfif 
80 great as to harrow the feelings, and overwhelm the mind. 
Though he oossessed much genius, and strong passion, he 
is exceedingly gross and indelicate. No trageidies are less 
moral than those of Otway. 

The tragedies of Rowe form a striking contrast to those 
of Otway. He is full of elevated and moral sentiments. 
The poetry is often good, and the language always pure and 
elegant ; but in most of his plays he is too cold and uninter- 
esting ; and flowery rather than tragic. Two of his plays, 
however, deserve to be exempted from this censure — * Jane 
Shore,* and the * Fair Penitent,' — in both of which there are 
80 many tender and truly pathetic scenes, as to render them 
justly ULvorites of the public. 

In the Revenge of Dr. Young, there are both fire and 
genius; but it is deficient in tenderness, and exhibits too 
strong a conflict of direful passions. In Congreve's Mourn- 
ing Bride, are some fine situations, and much good poetry. 
The meeting of Almeria with her husband Osmyn, in the 
tomb of Adselmo, is one of the most solemn and striking ^ 
situations to be found in any tragedy. The tragedies of 
Mr. Thomson are so full of stifl* morality, that it renders 

What k remarked of English dramatic wiiteia after the a^e of Shak- 

Kirel What is remarked of the tragedies of Lee and of Dryden; and of 
*8 Theodosius what b observed 1 What is remarked of Otway ; and 
bow is this illostratedl What is said of the tragedies of Rowe; and 
what remarks follow 7 What two may be exempted Arom thk censure; 
and what b remarked of them 1 What is sakl of the Revenge of Dr. 
Young, and of the MoQimng Bride of Congnve : and of the lattnr whttt 
fflnstntkniittowil 
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them dull and femiaL Mr. Addison's Osto, and Mr. Home's 
Douglas, are both admirable productions. 

In reviewing the tragic compositions of different nations* 
we find that a Qreek tragedy is the relation of some dis- 
tressful or melancholy incidents ; without much variety of 
puts or eventSf but natnraHy and beautifully set before us ; 
kaightened by the poetry of the chorus. A French tragedy 
is a series of artful and refined conversationSt founded upon 
a variety of tragical and interesting situations ; carried <m 
with little action or vehemence ; but with much poetical 
beauty 9 and high propriety and decorum. An English tra- 
gedy is the combat of strong passions, set before us in all 
their violence — ^producing deep disaster — often irregularly 
conducted— abounding in action ; and filling the spectators 
with grief. The ancient tragedies were more natural and 
simple ; the modern are more artful and complex. Among 
the French, there is more correctness ; among the English, 
more fire. Andromaque and Z^ayre, soften; Othello and 
Venice Preserved, rend the heart. 

Of tha tnfed&es of Mr. Tfaomuii, the Cato of Addison, and Voo^fam 
of Hmm, wbt is lemaikedl In leviewiiig tngic eompodtioiii, what do 
we find a Graek tragedy, a Fieneh tra^y, and an Englieh tragedy, t» bel 
How do the French and the Engfaah oompare^ and what '" 
1 
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LECTURE XLIV. 

COMEDY— ANCIENT COMEDY— MODERN 

COMEDY. 

CoMKDT is sufficiently distingfuished firom tragedy, by its 
general spirit and strain. While pity and terror, and the 
other strong passions, forms the province of the latter, the 
chief instrument of the former is ridicule. Follies and 
vices, and whatever in the human character is the object of 
censure, or excites in the beholder a sense of impropriety, 
are subjects for the comic muse. 

This general idea of comedy, as a satirical exhibition of 
the improprieties and follies of mankind, is an id^ very 
moral and useful. To polish the manners of men, to pro- 
mote attention to the proper decorums of social conduct, and 
above all to render vice ridiculous, are highly commendable. 
There are many vices that are more successfully exploded 
by ridicule than by serious arguments. It is possible, how- 
ever, to employ ridicule improperly ; and, by its operation, to 
do mischief instead of fifood. Ridicule is far from being a 
proper test of truth ; and licentious writers of the comic sort, 
may cast a ridicule on objects which do not deserve it. But 
this fault is not attributable to comedy itself, but to the turn 
and genius of the writers of it. In the hands of an immo- 
ral author, comedy may mislead and corrupt ; but in those 
of well intentioned writers, it is a pleasant enteVtainment, and 
may lead to reformation, and the advancement of virtue. 

The' rules of dramatic action, prescribed to tragedy, be- 
long also to comedy. The comic writer also, must observe 
the unities of action, time, and place. As the scope of all 
these rules is to bring the imitation as near as possible to 
probability, perhaps a stricter observance of them is more 



By what ii eomedy. flaffidentljr diftuigoiBhed from tragedy % What fona 
the ^mmnoe of ^e fsfiter ; what ia the chief mstrument of the ibnner ; and 
what are salneeta for the comic muse t What is said of the general idea of 
eomedy; ana what are Inghly commendable 1 What remark follows ; bat 
what 10, however, possit^l Of what is ridicule not the test ; and whitt 
Ibllowil Butto wnat is this fault attributable ; and what illustration fol- 
lows 1 What rules of dramatic action belong eqaaUhr to tzaflsdj and oam* 
idji whiftiinnldiiblk^sjaiidwhjtfll 
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necessary in comedy than in tragedy ; for the sabjects of 
comedy are more familiar, and better known. 

The subjects of tragedy are not confined to any particular 
age or country ; but it is otherwise with comedy : for the 
decorums of behavior, and the nice discriminations of cha* 
ncter which are the objects of comedy, are to be understood 
by the natives of the country only, where the author resides. 
We may weep for the heroes of Greece and Rome, but we can , 
be toacned with the ridicule of the manners and characters 
that come under our own observation only. The scene, there- 
fore, of comedy, should always be laid in the author^s own 
country, and in his own age. The comic poet should ' catch 
the manners living as they rise.* It is not his business to 
amuse us with a tale of the last a^e, or with a Spanish or a 
F.rench intrigue, but to give us pictures taken nom among 
ourselves ; to satirize reigning and present vices ; to exhibit 
to the age a iaithful copy of itself, with its humors, its follies, 
and its extravagancies. 

There are two kinds of comedy — that of character, and 
that of intri^e. In the latter, the plot of the play is the 

Elncipal object. In the former, the display of some pecu* 
r character is chiefly aimed at ; and to this the who^ ac- 
tion is made subordinate. The French abound most in 
comedies of character. All Moliere's capital pieces, such 
as his Avare, his Misanthrope, and his Tartufie, are of this 
sort. The English, however, abound most in comedies of 
intrigue. In the plnyn of Congreve, and, in general, in all 
our comedies, there is much more story and action than 
there is with the French. 

The perfection of comedy would, perhaps, be found in 
the mixture of these two kmds of entertainment tog^her. 
Without some interesting story, mere conversation is apt to 
become insipid. There should always be so much intrigue 
as to give us something to wish, and something to fear. The 
incidents should be striking and natural; and should afford 
a foU field for the exhibition of character; The piece, how- 
evjer,should not be overcharged with intri^e ; for this would 
be converting a comedy into a novel. 



Of the flulyects of tn^j what ia remarked; but why is it 
with comedy 1 How is tms remark illustrated *, and of the scene, tiioeftvei 
1^ ia observed ? What is not, and what is, the comic poete busii^sit 
What two kinds of coqaedy are ,there ; uftd what is observed of them le- 
•pectively 'T In which do the French; and in which the Englidi abouid; 
sod what illustrations f<dIo#1 Where would the pertaioii of wmh 
iMT^tand ; aad how is this iblly iUoitrAted 1 
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With respect to characters, it is a common error of comic 
writers, to carry them much beyond real life; and, in- 
deed, it is very difficult to determine where wit ends, and 
bofibonery begins. When the miser, for instance, in Plan- 
Jus, searching the person whom he suspects of having sto- 
len his casket, afier examining first his right hand, and then 
his left, cries out, < show me your third hand,' every one 
must be sensible of the extravagance. Certain degrees of 
exaggeration are allowed to the comedian ; but there are 
limits set to it by nature and good taste, which he must not 
pass. 

Characters, in comedy, ought to be clearly distinguished 
from one another ; but the artificial contrasting of characters, 
and the introducing of them, always impairs, give too affect- 
ed an air to the piece. In every sort of composition the per- 
fection of art is to conceal art. A masterly writer will, there- 
fere, give us his characters, distinguished rather by such 
shades of diversity as are commonly found in society, than 
marked with such strange oppositions, as are readily brought 
into actual contrast in any of the circumstances oi life. 

As to the style of comedy, it ought to be elegant, lively, 
and pure ; and should generally imitate the tone of polite 
conversation. French writers have generally written their 
comedies in rhyme ; but this is not suitable to comic compo- 
sition, for poetry has no connection with the conversations of 
men in common life. One of the most difficult circumstan- 
ees in writing comedy, is to maintain throughout a current of 
easy, genteel, unaffected dialogue, i^thout pertness and 
flippancy, or dullness and formality. 

These are the chief observations that occur concerning tl^e 
general principles of this species of dramatic writing, as dis- 
tinguished from tragedy. We next proceed to a short histo- 
ry of its progress, and the manner in which it has been ear- 
ned on by authors of different nations. 

The comedy of the ancients was an avowed satire against 
particular persons, who were brought upon the stage by name* 



With lespect to characters, what is a oomiiioii error ; what b very diffi- 
enlt; and what illustration follows? How should chaiacters in comedy b« 
distmguished ; but what gives too affected an air to the piece ? As, in eve- 
IT lort of composition, the perfection of art is to conceal art, what follows |' 
What should tne style of comedy be ? In what have thte French general*' 
Ij written their comedies; what is observed of it ; and what is tf veiy (fifli- 
imlt task 1 After these general observations, to what do we proceed 1 "Wliat 
was the comedy of the ancients; what an examples : ana what is said of 
■ i1 
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Such were the plays of Aristophanes ; and compositions ol 
•o sinfi^ular a nature illustrate well the turbulent licentious- 
ness of Athens. The most illustrious personages were then 
exposed to the unrestrained scope of the comic muse. Viva* 
city, satire, and buffoonery, are the characteristics of Aris^ 
phanes. Though he possessed much strength and geniiV, 
yet his performances do not afford a yery high idea of the 
Attic taste of wit in his age. His ridicule is extravagant ; 
his wit is iarcical ; his personal raillery is biting and cruel ; 
and his obscenity is intolerable. 

Soon after the days of Aristophanes, the liberty previously 
indulged by comic poets, of attackinff persons by name, was 
prohibited oy law« To this the middle order of comedy suc- 
ceeded ; in which living characters were still assailed, but 
under fictitious names. Of these comic pieces we have no re- 
mains. To them succeeded the new comedy ; when the re- 
presentations became what they now are — ^pictures of man- 
ners and characters, but not of particular persons. The au- 
thor, the most celebrated of this Kind, among the Greeks* was 
Menander ; but his writings have perished. 

Of the new comedy of the ancients, the only examples 
that now exist, are the plays of Plautus and Terence. The 
first is eminent for the vix comica^ and for an expressive phra- 
seology. He bears, however, many marks of the rudeness 
of the dramatic art in his time. He abounds too much with 
low wit ; and is by far too quaint, and too full of conceit. 
He possesses, however, both force and vivacity ; and his cha- 
racters, though somewhat coarse, are well marked. 

Terence is polished, delicate, and elegant. Nothing can 
be more pure and graceful than his language. Decency and 
correctness reign in his dialogues ; and his relations have a 
picturesque and beautiful simplicity. His morality, too, is 
unexceptionable* The situations which.he introduces are of- 
ten tender and interesting ; and many of his sentiments touch 
the heart. He may be coxisidered the founder of jserious come- 
dy* In his characters and plots, there is a sameness and uni- 
formity ; and in sprightliness and strength he is also deficient. 



Wh»t were.Uie characteristics of Aristophanes ; and what ia Auther o^ 
•erved jof hsn 1 What was, soon after the day of Azi^ophanes, prohibited 
hy Um; i0 it what succeeded ; and what is observed of Ihem 1 To then^ 
what succeeded ; and in it who was the most celebmted writer 1 Of tha 
new comedy, whose pkys are the onlv remains: and of the first, what if 
f^^MYBdl Wluajdbthe^uati^ sad of him, whflftiift»* 
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Among the moderns, the Spaniards have been remarkable 
for their comic dramatic productions. Lopez de Vega, 
Guillin, and Calderon, are the principal Spanish comic 
writers. The first, who is by far the most famous of them, 
wrote not less than a thousand plays ; and w€is infinitely 
more irregular than even Shakspeare. He disregarded, 
altogether, every rule or dramatic composition. In one 
play he frequently includes whole years ; and his scenes are 
often, in the same act, in Spain, in Africa, and in Italy. His 
dramas are chiefly historical ; and are a mixture of herMC 
speeches, serious incidents, war, ridicule, and bufifoonery. 
He jumbles together Christianity, paganism, virtues, vices, 
angels, and gods. Notwithstanding his &ults, however, he 
possessed both genius, and imagination. Many of his cha* 
racters are well drawn, and his situations are generally 
happy; and from the products of his rich invention, 
dramatic writers of other countries have derived many ad- 
vantages. 

French comedies are uniformly allowed to be correct, 
chaste and decent. France has produced several writer9 
Df considerable merit, such as Regnard, Dufresny, Dancowtt 
and Marivaux ; but the comic writer in whom the French 

flory most, is the famous Moliere. Voltaire pronounces 
im the most eminent comic poet of any age or country ; and 
Srhaps this decision is not merely the result of partiality, 
oliere is the satirist of vice and folly only. He has selected 
A great vi^riety of characters peculiar to the times in which 
he lived ; and he has sfenerally placed the ridicule justly. 
He is full of mirth and pleasantry ; and his pleasantry is 
always innocent. His Misanthrope and TartufTe are a kind 
of dignified comedy, in verse ; and in them vice is exposed in 
the style of elegant and polite satire. In his prose comedies, 
though there is abundance of ridicule, yet there is nothing 
to onend a modest ear,^r to throw contempt upon virtue. 

Together with these high qualities, Moliere has his defects , 
also. The unravelling of his plots is by no means happy, 
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Among the moderns, what k observed of the Spaniards ; and who an 
tiieb principal writers of eovwdyl What is said of the first, and how is this 
Illustrated 1 Notwithstandmg his &ults, what did he possess ; and what 
iUustrations ibllow 1 What are French eomedies allowed to be ] What 
oomic writers of merit has 
most 1 What says Voltaire 
Iflustnutive of his excellences, 

these high qualities, what delects has MoUens; and of retm comedifl^ 
and mofe lisible pieces, what is observed 1 
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This is frequently brought about with too little preparationy 
and in an improliable manner. Perhaps his attention to the 
ihll exhibition of characters, lessened nis care for the con- 
duct of the intrigue. In his verse comedies, he is not 
always sufficiently interesting ; and his speeches frequently 
nin into prolixity. In his more risible pieces in prose he 
is often too farcical. But, upon the whole, it may be affirmed, 
that few writers ever attained so perfectly the true end of 
comedy, as Moliere. His Tartuffe, in the style of grave 
comedy, and his Avare, in the gay, are accounted his two 
capital productions. 

in English comedjr we are naturally led to expect a 
greater variety of original characters, and bolder strokes of 
wit and humor, than are to be found elsewhere, among the 
modems. Humor is, in a great measure, the peculiar pro- 
vince of the English nation. The freedom of the govern- 
ment, and the unrestrained manners of the people, tend to 
produce singularity. In France, the influence of a despotic 
court has spread uniformity over the nation. Comedy, 
accordingly, flows more freely in England than in France. 
Bat it is to be deeply regretted, that the comic spirit of 
Britain has been too often disgraced by indecency and licen- 
tiousness. 

The first age of English comedy was not, however, in- 
fected by this spirit. Neither the plays of Shakspeare, 
^or those of Ben Jonson, can be accused of immoral ten- 
dency. Shakspeare's general character appears to as great 
advantage in his comedies as in his tragedies — a strong, 
fertile, and creative genius, irregular in conduct, but singu- 
larly rich and happy in the description of characters and 
manners. Jonson is more regular in the conduct of his pieces, 
but stiff and pedantic ; though not destitute of dramatic 
genius. In the plays of Beaumont and Fletcher, much &n- 
cy appears, and many fine passages^ nlay be found ; but in 
general, they abound with romantic incidents, with unnatural 
characters, and with coarse allusions. 

Bot^ upon the whole, what oondnnon may be drawn ; and what are his 
beat pieces 1 In English comedy, what are we led to expect; and why 1 
How is England contrasted with France ; but what is, at the same time, 
to be deeper regretted 1 Of the first age of English comedy, what is 
observed; and of Shakspeare, and Jonson, what is remarked 1 In the 
plays of Beaumont and Fletcher, what may be found ; but with what do 
they aboondl After the restoration, what seind upon comedy as its p^ 
cohar proYinee; and how is this ittustrated 1 
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After the restoration of Charles II., the licentiousness that 
infested the court seized upon comedy as its peculiar pro* 
vince. It was then that the rake first became the hero of 
every play. The ridicule was thrown, not upon vice and folly, 
l)ut much more commonly upon chastity and sobriety. It is 
true, in the end of the piece, he becomes, in some degree, re* 
formed ; but throughout the performance, he is set up as the 
model of a fine gentleman ; and the agreeable impression 
made by a sort of sprightly licentiousness, is left upon tke 
imagination, as » picture of the pleasurable enjoyment of 
USp ; while the reformation passes lightly away, as a matter 
of mere form. To what sort of moral conduct such public 
entertainments tend to form the youth of both sexes, may be 
easily imagined. 

Dryden was the first considerable dramatic writer afier 
the restoration. In his comedies there are many strokes of 
genius ; but he is frequently hasty and careless. As his 
object was to please, he followed the current of the times, 
and was uniformly corrupt and licentious. His want of de« 
jiency was, at times, so gross, as to occasion the prohibition 
of his pieces. 

After Dryden, flourished Cibber, Vanbrugh, Farquhar, 
and Congreve. Cibber possesses sprightliness, and a pert 
vivacity ; but is forced and unnatural in his incidents. His 
performances have all sunk into obscurity, excepting * The 
Careless Husband,' and * The Provoked Husband.' Of 
these, the first is remarkable for the easy politeness of the 
dialogue ; and it is tolerably moral in its conduct. The 
latter, in which Cibber was assisted by Vanbrugh, is, per* 
haps, the best comedy in the English language. Its cha- 
racters are natural, and it abounds with fine painting, and 
happy strokes of humor. 

Wit, spirit, and ease, characterize Sir John Va^rugh ; 
but he is the most indelicate and jptnoral of all the English 
comedians. Congrevels, unquestidnaMy, a writer of genius. 
He is witty and sparkling ; and hll of character and action. 
Indeed he may be said to overflow with wit. It is often in- 
troduced without propriety ; and, in general^ it is too pointed 
and apparent for well bred conversation. Farquhar is a 




Pryden ; and of Cibber and his performanceB, what is observed 1 Wha| 
chantoteriae Vanbrugh; but what ramariL follows ? What is said e( Con- 
fi0M( «nd df FtfrfoWl 



MO MODERN COMEDY. [Lxct. 44. 

light and ny writer ; less correct than Confireve, and less 
brilliant ; hut more easy, and nearer to real life. The two 
least exceptionable of his plays are, * The Recruiting 
Officer/ and * The Beaux Stratagem.* But though the 
least exceptionable, yet the uniform tendency of the playa of 
both Congreve and Farqnhar, is so manifestly immoraj, 
that of the former Lord Kames* with much force, observed, 
*If the comedies of CongreTe did not rack him-^ith re- 
mtonse, in his ktot moments, he must have been lost to all 
sanae of virtue/' 

Of late years, a feformation has gradually taken plac« ja 
English comedy. Our writers of comedy now seem ashamed 
of the indecency of their predecessors. If they have not the 
spirit, ease, and wit, of Congreve and Farquhar, they 
have much more important qualities ; for they ore both in- 
nocent and moral. 

For this improvement we are indebted to the French 
comic writers. The introduction there of a graver comedy, 
attracted the attention, and met the approbation of English 
writers. From this gfaver comedy wit and ridicule are 
BOt excluded ; but it seeks to merit praise by tender and in- 
teresting situations. It is sentimental, and touches the heart. 
It pleases not so much by the laughter it excites, as by the 
tears of afiection which it draws forth. It is not, however, 
to be supposed, that this new species of comedy is to super- 
cede, altogether, the comedy that is founded in ridicule* 
There ate materials fox both ; and the drama is the richer 
for the innovation. At least, it may be- considered as a mark 
of true politeness and refinement of manners^ that theatrical 
exhibitions have become fashionable, which are free from 
indelicate sentiment, and an immoral tendency. 

Of the liitter, which axe the two least exceptionable pieces; butiriiatie- 
maik followg ; and what says liord Karnes % Of late vears, what iainrove- 
ment has nadui^Iy takenplace % comedy; apd to whom are we inoebted 
Ibr it t- i^om this gravei'^medy, what are not excluded ; and what fol- 
lows 1 What^ however, is not t« be supposed ; and what lemai^ foUowt 
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